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AUTHOR'S  PKEFACE. 


lw  the  present  age,  Music  forms  one  of  the  favourite 
occupations  of  polished  society,  and  frequently  affords  the 
highest  gratification,  as  well  in  the  small  domestic  circle 
as  in  large  assemblies.  Parents  of  cultivated  minds  often 
expend  much  money  in  providing  their  children  with  a 
talented  musical  instructor,  and  spare  no  expense  in  the 
purchase  of  an  instrument :  but,  unless  possessed  of  suffi- 
cient knowledge  to  guide  them,  they  are  often  exposed 
to  gross  imposition,  as  I  have  frequently  observed  in 
repairing  instruments.  Many  parents,  for  instance,  have 
given  from  six  to  ten  pistoles  for  a  violin  which  was 
scarcely  worth  as  many  dollars. 

In  consideration  of  this,  and  as  it  is  but  reasonable  to 
suppose  that  a  man  must  be  thoroughly  acquainted  with 
tl  e  business  which  he  follows,  I  have  been  induced  to 
dr%w  up  a  minute  description  of  the  construction  of  the 
violin  and  all  other  bow-instruments,  together  with  a 
careful  explanation  of  the  forms  of  the  genuine  Italian 
instruments,  by  which  they  may  be  dearly  distinguished 
from  the  spurious  imitations.  I  shall  specify  those  makers 
who,  next  to  the  Cremonese,  have  produced  the  best 
instruments,  and  worked  on  the  most  correct  mathematical 
principles,  and  shall  treat  at  large  of  the  rules  which 
should  be  observed   in    repairing;    because,   through   this, 
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most  of  the  good  Italian  violins,  and  those  of  other  cele- 
brated makers,  have  been  spoiled. 

Having  been  engaged  for  the  last  thirty  years  in  the 
restoration  of  such  damaged  instruments,  and  in  the  con- 
struction of  new  ones  ;  and  having,  from  my  youth,  studied 
music,  mathematics,  physics  and  acoustics,  I  consider 
myself  better  qualified  to  reason  on  this  Art,  with  the 
practical  experience  gained  during  the  above  period,  than 
one  who  merely  understands  the  subject  theoretically,  or 
who  only  imitates  the  work  of  another  without  thinking 
for  himself.  Daily  experience  proves,  that  even  many 
renowned  instrument -makers  fall  into  error  in  this  respect ; 
and  I  imagine  that  I  shall  not  be  bestowing  an  unacceptable 
service  on  many  reflecting  performers  and  lovers  of  music, 
in  directing  their  attention  to  the  best  means  of  preserving 
a  good  instrument,  and  of  improving  a  damaged  one.  The 
assurance  of  having  produced  a  work  of  any  real  utility, 
vould  amply  reward  me  for  my  lak>ui. 


TRANSLATOR'S  PREFACE. 

TO  THE  SECOND  AND  THIRD  EDITIONS 


The  favourable  reception  accorded  to  the  first  edition  of 
this  translation  having  occasioned  a  demand  for  a  second,  I 
have  sought  to  render  it  still  more  interesting  to  the  violinist, 
and  to  musical  readers  generally,  by  the  addition  of  numerous 
particulars,  inserted  either  in  foot  notes  or  in  the  Appendix, 
and  culled  from  a  variety  of  works  and  detached  articles  on 
the  subject  of  this  treatise ;  most  of  which,  having  been 
published  either  in  French  or  German,  were  unlikely  to  come 
under  the  notice  of  English  musicians. 

But,  in  the  whole  range  of  musical  literature,  perhaps  no 
works  are  so  indifferently  viewed,  and  even  decried,  as  those 
which  treat  of  the  construction  of  musical  instruments.  It 
is  true  this  chiefly  proceeds  from  the  very  persons  for  whom 
such  works  are  not  intended — the  makers  or  repairers  of  the 
respective  instruments  ;  though  even  many  professors  and 
amateurs  fall  into  a  similar  erroneous  estimate  of  such  books, 
either  because  the  particulars  found  in  them  do  not  suffice  to 
make  them  manuiacturers,  or  because  such  particulars  chance 
to  differ  from  some  previous  knowledge  which  they  possess. 

As  regards  the  former  objection,  it  may  be  confidently 
answered,  that  books  alone  cannot  possiblv  fulfil  such  expec- 
tations :  and,  as  to  the  latter,  it  is  a  well-kuown  fact  that 
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different  workmen,  as  well  as  different  establishments,  fre- 
quently proceed  in  a  dissimilar  manner  in  the  construction 
of  the  several  parts  of  musical  instruments,  which,  when 
finished,  may  and  do  assume  pretty  much  the  same  appear- 
ance. 

Hence  it  follows  that  most  works  of  this  description  must 
be  necessarily  regarded  in  a  liberal  spirit,  as  merely  tending 
to  diffuse  a  general — not  specific — acquaintance,  among  musi- 
cians and  others,  with  the  subjects  on  which  they  treat ;  and, 
if  they  succeed  so  far,  they  evidently  accomplish  their  pur- 
pose. 

In  preparing  this  new  edition,  besides  the  introduction  of 
many  interesting  particulars  drawn  from  the  most  modern 
works  on  the  subject,  I  had  the  advantage  of  consulting 
Mr.  George  Chanot,  the  well-known  violin  maker  of  Wardour 
Street,  London,  (and  nephew  of  the  ingenious  French  officer 
mentioned  at  page  72). 


JOHN  BISHOP 
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A  TREATISE  ON  THE  VIOLIN 


CHAPTER   I. 


i 


ON    THE    CONSTRUCTION    OF    THE    VIOLIN    AND    OTHER 
BOW-INSTRUMENTS. 

Op  all  instruments  played  with  a  bow,  the  Violin  i*> 
doubtless  that  which  enjoys  the  greatest  share  of  popularity, 
and  which  is  most  admired.  I  shall  therefore  commence  by 
describing  it,  particularly  as  the  Tenor,  Violoncello,  and 
Double-bass  are  likewise  composed  of  the  same  parts. 

When  in  a  state  fit  for  use,  the  violin  consists  of  fifty- 
eight  distinct  parts  ;  namely  : 
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2  pieces  for  the  back. 

2  for  the  belly. 

6  blocks     at    the     top, 

bottom,     and     four 
corners. 

6  sides. 

12  lining  for  the  sides. 

1  bass-bar. 

12  purfling. 

1  rest  for  tail-piece. 

1  neck. 

1  finger-board.  Total  58  pieces 


+1  piece  for  the  tail-piece. 

4  pegs. 

1  nut.  [piece. 

1  button   for    the    tail- 

4 strings. 

1  catgut  or  wire  to  con- 
nect the  tail-pie  3e 
with  the  button. 

1  sound -post. 

1  bridge. 


*  The  Manuel  de  Musique,  by  Choron  and  Lafage,  and  the  Manuel 
du  Luthier,  by  Maugin,  give  24  pieces  for  the  purfling.  When, 
however,  the  strips  of  wood  forming  this  ornament  are  three  in 
number,  and  joined  at  the  top  and  bottom  of  the  back  and  belly  on  the 
line  formed  by  the  middle  joint  of  those  parts,  instead  of  being  carried 
round  from  corner  to  corner,  as  many  as  36  pieces  are  employed. 
But  some  authors  mention  only  two  strips  for  the  purfling,  in  which 
case  the  number  of  pieces  would  again  be  reduced  to  24.  See  Welcker 
von  Gontershausen's  Neu  eröffnetes  Magazin  musikalischer  Tonwcrlc- 
zeuge  (Frankfort  a.  M.,  1855),  p.  207.  —  TV. 

t  The  tail-piece  sometimes  consists  .of  2  pieces.  See  the  6rst  two 
works  named  in  the  preceding  note.— Tr. 


Now,  though  all  these  are  not  indispensably  necessary — 
since,  in  common  instruments,  the  side -linings  as  well  as 
the  corner-blocks  are  often  omitted,  and  occasionally,  in 
good  violins,  the  back  or  the  belly  is  worked  out  of  a  single 
piece,  instead  of  two  glued  together,  and  sometimes  even 
both  are  so  formed — still,  it  may  be  received  as  a  general 
rule,  that  a  complete  violin  consists  of  the  fifty-eight  parts 
wnich  we  have  enumerated  ;  a  fact,  indeed,  which  is  evident 
from  the  very  construction  of  the  instrument,  and  which 
therefore  admits  of  no  doubt. 

A  violin  is  usually  made  of  three  kinds  of  wood:  the 
back,  neck,  sides,  side-linings,*  and  bridge,  consisting  of 
maple  ;  the  belly, t  bass-bar,  sound-post,  and  six  blocks,  of 
pine  or  white  deal ;  and  the  finger-board  and  tail-piece  of 
ebouy.J  The  wood  for  the  belly,  as  being  of  the  utmost 
importance  for  the  production  of  a  good  tone,  should  be  cut 
in  the  month  of  December  or  January,  and  only  the  south- 
side  of  the  tree  used.  This  must  be  split  in  such  a  manner 
as  to  leave  each  piece  an  inch  thick  at  the  bark-side,  and  a 
quarter  of  an  inch  at  the  heart  of  the  tree.  Maple  for  the 
back  must  be  cut  in  a  similar  way,  but  the  whole  of  the  tree 

*  Other  authors  name  pine  or  deal  as  the  wood  generally  used  for 
the  side-IMngs.  Otto  himself,  in  a  more  recent  edition  of  his  work, 
says  they  are  made  of  nut-tree,  maple,  or  pine,  and  the  blocks  of 
pine  or  lime  wood. — Tr. 

t  The  Abbe  Sibire,  in  La  CMlonomie,  ou  le  parfait  Luthier  (Paris, 
1806),  the  anonymous  author  of  Luthomonographie  (Munich,  1856), 
and  Savart,  in  his  Memoire  sur  la  construction  des  instruments  ä  cordes 
et  ä  archet  (Paris,  1819),  mention  cedar  as  having  also  been  used  for 
the  belly  ;  but  this  must  be  considered  exceptional. — Tr. 

£  Gavin  Wilson,  of  Edinburgh,  made  a  violin  of  leather,  hardened, 
said  to  be  "not  inferior  to  any  constructed  of  wood."  (Gentleman's 
Magazine,  LXXXIIL,  p.  312.  1813.)  Violins  have  also  been  made 
in  silver,  copper,  and  brass,  but  have  proved  weak  and  disagreeable 
in  tone.     (Leipzig  Allgem,  Mus.  Zeitung,  VIL,  p.  50.     fS04.)—  Tr. 
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may  be  used,  the  pieces  when  cut  measuring  six  inches  in 
breadth. 

After  the  wood  thus  prepared  has  been  exposed  to  the  air 
for  five  or  six  years  (but  not  to  the  sun  or  rain),  it  may  be 
employed  in  the  manufacture  of  violins.*     For  this  purpose, 

*  Since  the  publication  of  the  first  German  edition  of  this  work, 
several  artificial  means  have  been  employed  in  order  to  prepare  the 
wood  for  the  manufacture  of  violins,  &c.  Thus,  in  the  Leipzig 
Allgemeine  musikalische  Zeitung  for  1839,  p.  1046,  Schlick  is  men- 
tioned as  having  discovered  a  process  (not  described)  for  depriving 
wood  of  the  water,  acid,  resin,  &c,  which  it  contains,  by  which 
means  he  was  enabled  to  make  violins  with  a  tone  scarcely  distin- 
guishable from  that  of  the  best  old  Italian  instruments  ;  and  in  the 
Bulletin  for  1822,  issued  by  the  Paris  Society  for  the  Encouragement 
of  National  Industry,  it  is  stated  that  an  establishment  was  then 
formed  at  Vienna  for  preparing  wood  intended  to  make  musical 
instruments,  &c,  by  steaming  it  in  a  room  or  chest  10  feet  by  5, 
made  of  strong  boards,  well  joined.  "  This  steam,  by  penetrating 
the  pores  of  the  wood,  softens  the  vegetable  parts,  and  renders  them 
susceptible  of  being  dissolved.  The  steam  condensed  in  the  chest 
forms,  in  the  lower  part,  a  liquor  at  first  but  slightly  coloured, 
which  becomes  deeper  as  the  operation  proceeds  ;  at  length  it  is 
quite  clear,  and  acquires  a  very  decided  acid  taste.  This  is  let  off 
by  a  proper  pipe.  The  operation  commonly  lasts  60  hours.  The 
wood  is  afterwards  taken  out  and  dried  in  a  stove  heated  to  42°  or 
48°  Reamur  ( —  126J°  or  140°  Fahrenheit).  The  dessication  lasts 
two  or  three  days,  when  the  boards  are  half  an  inch  thick  ;  but,  if 
thicker,  several  weeks,  or  even  months,  are  necessary.  This  wood 
acquires  such  a  degree  of  dryness  as  to  resist  all  the  variations  of 
the  atmosphere  ;  its  colour  increases  in  intensity,  particularly  the 
wood  of  the  walnut-tree,  cherry-tree,  and  maple.  It  becomes  firmer 
and  more  sonorous,  which  is  a  great  advantage  for  musical  instru- 
ments. Sound-boards  for  pianos  resound  much  better  than  the 
common  ones.  Violins  also  acquire  the  quality  of  the  esteemed  old 
instruments,  of  which  the  true  merit  is  due  perhaps  to  the  slow 
dessication  which  the  wood  composing  them  has  undergone." 

C.  A.  Galbusera,  who,  in  the  year  1832,  manufactured  violins  and 
tenors  of  a  simplified  form  (that  is,  without  corners — the  sides  being 
bent  into  a  fahape  resembling  that  of  a  guitar,  like  the  violins  of 
M.  Chanot ;  see  Note  *,  p.  74),  is  said  to  have  previously  applied  to 
the  wood  he  used  a  peculiar  chenic#ii  preparation  of  his  discovery, 
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the  thick  or  bark-parts  of  the  pieces  for  the  belly  are  so 
fitted  and  glued  together,  that  the  under  side  may  be  even, 
but  the  upper  or  outside  elevated  down  the  middle  and 
slanting  off  gradually  towards  the  edges,  something  like  the 
flat  roof  of  a  house.  (See  Illustrations,  Fig.  1.)  The  even 
side  is  then  smoothed  and  the  model  traced  on  it,*  after 

for  the  purpose  of  extracting  the  resinous  particles  from  it.  (Leipzig 
Allgem.  Mus.  Zeitung,  XXXIV.,  pp.  833-4.     1832.) 

The  enthusiastic  and  ingenious  Mackintosh,  now  deceased,  pub- 
lished an  interesting  pamphlet  at  Dublin,  in  1837,  under  the  title  of 
"Remarks  on  the  Construction  and  Materials  employed  in  the  Manu- 
facture  of  Violins"  in  which  he  observes: — "I  am  borne  out  by 
traditionary  accounts  in  believing  that  the  Cremona  makers  actually 
put  their  wood  through  some  process  for  the  purpose  of  not  only 
preserving,  but  cleansing  it,  and  making  it  consequently  a  better 
conductor  of  sound."  This  cleansing  refers  to  the  extraction  of  the 
resinous  or  gummy  substance  with  which  the  pores  of  the  wood  are 
clogged,  and  in  effecting  which,  without  injury  to  the  wood  itself, 
the  great  difficulty  consists.  Mackintosh  further  states  that  the 
wood  must  not  only  be  of  firm  and  regular  texture,  but  have  *  *  pores 
of  a  certain  size  and  formation  ;  and,  above  all,  it  is  essential  that  it 
shall  have  attained,  not  only  full  maturity  of  growth,  but  shall  have 
remained  for  some  years  after  being  felled,  in  order  to  make  it  lit  to 
go  through  a  process  by  which  the  pores  (for  that  is  the  great  object 
to  be  arrived  at)  may  be  rendered  so  perfectly  dried  and  cleared,  as 
not  afterwards  to  be  liable  to  close  or  alter  their  natural  position,  or 
become  crooked  or  irregular,  as  would  be  the  inevitable  consequence 
if  cut  up  immediately  into  thin  pieces,  as  it  is  then  liable  to  shrink, 
which  is  also  objectionable,  as  being  injurious  to  the  pores."  He 
subsequently  adds — "  When  experimenting,  I  have  had  recourse  to 
steaming,  steeping,  stoving,  boiling,  and  baking  the  timber  :  I  have 
also  used  all  kinds  of  spirits,  caustics,  and  acids  ;  but  all  these  dis- 
organized the  pores  and  impaired  the  fibres  of  the  timber,  which 
ought  to  be  preserved  in  a  sound  and  perfect  state."  The  secret  of 
his  own  process  for  the  thorough  cleansing  of  the  pores  is  not  declared. 
Notwithstanding  what  Mackintosh  here  says,  Abele  assures  us,  at 
p.  98  of  the  second  edition  of  his  work,  Die  Violine  (Neuburg.  1874), 
there  is  no  proof  whatever  in  existence  that  the  old  Italians  used 
any  artificial  means  for  drying  or  preparing  their  wood. — Tr. 

*  A  simple  method  of  tracing  a  model  is  given  in  No.  I.  of  the 
Appendix* — Tr. 


which  the  wood  is  cut  and  filed  away  on  the  outside  ;  and 
when  the  convex  part  is  entirely  finished,  the  inside  is  worked 
out  in  a  similar  manner  :  in  doing  this,  a  pair  of  double 
callipers  are  highly  necessary,  for  the  purpose  of  carefully 
ascertaining  the  thickness  in  every  part  of  the  belly.  The 
/-holes  are  now  cut  out,  and  the  bass-bar  glued  on.  The 
back  is  formed  precisely  in  the  same  way. 

The  sides,  between  the  back  and  the  belly,  are  first  made 
perfectly  straight  and  smooth,  then  bent  on  a  hot  iron,  and 
afterwards  glued,  in  a  frame  or  mould,  to  the  corner  and 
end  blocks ;  the  linings  are  then  stuck  to  the  sides  above 
and  below,  and,  when  the  whole  is  dry,  the  latter  with  the 
blocks  and  linings  are  made  even,  removed  from  the  frame, 
and  glued  to  the  back :  this  being  done,  the  belly  is  put  on, 
and  the  purfling  let  into  it  and  the  back. 

Lastly :  the  neck  with  the  scroll  is  fastened  with  glue  to 
the  upper  end  block,  and  the  finger-board,  nut,  pegs,  tail- 
piece, bridge,  sound-post,  &c,  added  to  the  whole.  The 
other  bow-instruments  are  constructed  and  put  together 
exactly  in  the  same  manner.* 

*  The  order  in  which  these  various  operations  are  performed  does 
not  always  precisely  agree  with  that  mentioned  by  Otto  ;  but  thif 
makes  no  difference  to  the  instruments  when  finished. — Tt* 


CHAPTER  H. 


ACCOUNT  OF  THE  MOST  EMINENT  GERMAN  MAKERS,  WHO  HAVE 
SO  SUCCESSFULLY  IMITATED  THE  VIOLINS  OF  THE  CREMONESE 
AND  THOSE  OF  THE  CELEBRATED  JACOB  STEINER1,  THAT  THEIR 
INSTRUMENTS  CAN  ONLY  BE  DISTINGUISHED  FROM  THE  GENUINE 
ONES  BY  THE  MOST  EXPERIENCED  PERSONS« 

Those  who  understand  the  construction  of  the  violin  may 
possibly  deem  the  previous  observations  superfluous  ;  but  I 
have  frequently  been  asked,  whether  the  back  and  belly 
were  pressed  or  screwed  up  in  moulds  to  bring  them  into 
the  required  shape  ;*  and  this  question,  which  shews  that 
many  good  violinists  are  unacquainted  with  the  construction 
and  the  various  component  parts  of  their  instrument,  has 
induced  me  to  give  a  minute  description  of  them. 

Musicians  frequently  enquire  why  violins  are  not  now  made 
equal  in  quality  to  the  old  Cremonese  ;+  and  many  attribute 


*  This  is  now  said  to  be  done  in  the  manufacture  of  common 
instruments. — Tr. 

t  Welcker  von  Gontershausen  believes  that  the  best  violins, 
especially  those  of  Germany,  are  as  well  made  in  the  present  day  as 
those  of  Amati,  Stradivari,  and  others,  when  they  were  first  turned 
out  of  hand.  Abele  also  thinks  that,  with  good  wood,  and  by 
scrupulously  following  a  good  model,  it  is  still  possible  to  produce 
as  finely  made  instruments  as  formerly.  (isee  Die  Violine,,  p.  99.) 
The  Abbe  Sibire  attributes  the  superiority  ot  the  instruments  of  the 
old  Italian  makers  more  to  the  exquisite  choice  of  the  wood  used 
for  them,  than  to  their  age.  The  general  opinion,  however,  now 
entertained  (as  will  be  seen  further  on)  is  that  age  and  careful  use 
combined  are  the  chief  requisites  for  bringing  well-made  instrument« 
to  maturity. — Tr, 


it  to  the  negligence  or  unskilfulness  of  the  present  makers 
and  those  of  late  years  :  but  I  dare  affirm  that  the  fault  lies 
principally  with  the  musicians  and  amateurs  themselves,  for 
reasons  which  I  shall  proceed  to  state. 

All  those  who  have  sought  to  attain  a  knowledge  of  good 
makers  will,  besides  the  Cremonese  and  Steiner*  violins  (of 
which  I  shall  afterwards  particularly  treat),  know  how  to 
appreciate  those  which  have  been  made  by  Statelmann\  of 
Vienna,  Jauch\  of  Dresden,  Withalm\\  of  Nuremberg,  Hoff- 
mann and  Hunger  of  Leipzig,  Buchstädter  of  Ratisbon,  Has- 
sert  of  Rudolstadt,  Hassert  of  Eisenach,  Klotz  in  the  Tyrol, 
Rauch  of  Breslau,  Rauch  of  Würtzburg,  Riess  of  Bamberg, 
Scheinlein  of  Langenfeld,  near  Erlangen,  Fr.  Ruppert  of 
Erfurt,  Francis  Gehöriger,  George  Schonger,  an**  Bachmann 
of  Berlin,  Straube  of  Berlin,  Ulric  Eberle  of  Prague,  Charles 
Helmer  of  Prague,  Samuel  Fritzsche  of  Leipzig,  Dicrfel  of 
Altenburg,  Schmidt  of  Cassell,  and  many  others. 

These  makers  have  constructed  their  instruments  with 
great  care  and  skill ;  and  a  good  unspoiled  violin  of  Statel- 
mann,  of  Vienna,  is  preferable  to  the  best  Tyrolese,  as  he 
used  superior  wood  for  the  belly,  and  so  admirably  imitated 
Jacob  Steiner 's  violins,  that  his  own  rank  next  to  them  in 
merit.  After  Statelmann  comes  Leopold  Withalm,  of  Nurem- 
berg, whose  instruments  so  closely  resemble  Steiner's  in 
their  exterior,  that  it  requires  a  great  connoisseur  to  dis- 
tinguish them  from  his. 

Rauch,  of  Breslau,  has  also  turned  out  very  good  violins ; 


*  Otto,  in  the  more  recent  edition  of  his  work   (Jen»,  1828),  in- 
variably spells  this  name  Stainer,  and  modern  writers  also.—  Tr. 
t  Sometimes  spelt  Stadelmann. — Tr. 
X  Spelt  Jaug  in  the  1828  edition. — Tr. 
|j  Sometimes  spelt  Widlialm. — Tr. 
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they  have,  however,  a  peculiar  model,  which  neither  resem- 
bles the  Italian  nor  Steiner's.  When  unspoiled,  they  possess 
a  round  and  powerful  tone.  The  instruments  made  by  his 
brother,  at  Würtzburg,  are  very  much  like  them  in  shape  and 
in  all  other  respects.  Both  probably  learned  their  business 
from  the  same  maker.  Riess,  of  Bamberg,  has  beautifully 
imitated  Steiner,  and  even  surpassed  Rauch  in  quality  of  tone. 

Scheinlein,  of  Langenfeld,  adopted  a  shape  peculiar  to 
himself ;  but  his  instruments  are  made  too  weak,  and  hence 
most  of  them  have  either  given  way  or  been  spoiled  in 
repairing.  He  was  nevertheless  celebrated  forty  or  fifty 
years  ago,  and  the  majority  of  the  instruments  then  used  in 
the  chapels  were  made  by  him. 

Buchstädter,  of  Ratisbon,  has  imitated  the  Cremonese 
makers.  His  instruments  are  rather  flat  than  otherwise, 
and  covered  with  a  brown  varnish.  They  are  carefully  con- 
structed according  to  the  principles  of  acoustics,  and,  had 
the  bellies  been  made  of  the  soft  pine -wood  found  in  Ger- 
many and  Switzerland,  instead  of  coarse-grained  deal,  the 
tone  of  them  would  have  been  less  harsh.  On  this  account 
they  are  not  highly  esteemed. 

Jauch,  of  Dresden,  has  manufactured  very  good  violins  on 
the  model  of  the  Cremonese,  and  displayed,  in  his  beautiful 
and  excellent  workmanship,  a  thorough  knowledge  of  the 
wood,  and  of  the  due  proportions  of  strength  required  in 
the  respective  parts  of  the  instrument.  But  his  violins 
produce  a  very  weak,  squally  tone,  when  they  have  been 
carelessly  repaired  :  though  even  in  this  case  they  may  be 
often  restored  and  brought  nearly  to  equal  the  Italian,  by 
placing  them  in  the  hands  of  an  experienced  maker,  possess- 
ing a  knowledge  of  mathematics  and  acoustics,  without 
which  they  will  be  completely  spoiled. 
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Martin  Hoffmann,  of  Leipzig,  who  is  chiefly  known  as  a 
skilful  lute-maker,  has  also  constructed  violins  of  an  excel- 
lent quality  of  tone,  unless  that  has  been  affected  by  so- 
called  repairs  ;  but  their  size,  and  the  form  of  the /-holes, 
as  well  as  their  sharp  corners  and  very  weak  edges,  give  his 
instruments  such  an  ungraceful  appearance  that  but  few  of 
them  are  esteemed  by  connoisseurs. 

Hunger,  of  Leipzig,  has  made  much  more  beautiful  violins 
than  Hoffmann.  His  tenors  and  violoncellos  are  constructed 
more  in  the  Italian  style,  and  may  justly  be  ranked  among 
the  good  German-made  instruments,  if  their  interior  pro- 
portions have  not  been  destroyed  by  bunglers« 

Ulric  Eberle,  of  Prague,  was  one  of  the  most  eminent 
German  makers.  His  violins  have  even  been  mistaken  by 
experienced  connoisseurs  for  genuine  Italian  instruments, 
and  are  only  inferior  to  the  Cremonese  from  having  a  sharper 
or  somewhat  less  full  and  round  tone. 

Charles  Helmer,  a  pupil  of  Eberle,  of  Prague,  has  also 
produced  very  finely-made  instruments.  They  have,  how- 
ever, the  fault,  that  the  three  upper  strings  improve  greatly 
by  being  played  on,  but  the  G-string,  in  most  of  them, 
remains  so  far  inferior,  that  while  the  tone  of  the  former  is 
such  as  may  be  expected  from  a  full-sized  violin,  that  of 
the  latter  only  resembles  a  child's  toy-instrument.  Yet  an  expe- 
rienced maker  would  find  no  difficulty  in  correcting  this  fault. 

Hassert,  of  Eudolstadt,  has  constructed  his  instruments 
with  much  care.  They  have  all  a  very  high  model,  and  the 
belly  is  formed  of  excellent  wood  ;  notwithstanding  this, 
they  produce  either  a  shrill  tone,  or  else,  when  weakly 
made,  a  hollow  one.  His  brother,  at  Eisenach,  who  far 
surpassed  him,  imitated  the  flat  model  of  the  Italians  with 
great  assiduity,  and  used  very  beautiful  wood  for  the  bellies 
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of  his  Instruments,  many  of  which  have  been  mistaken  for 
Italian  by  inexperienced  judges. 

Ruppert,  of  Erfurt,  had  a  model  and  system  of  construc- 
tion peculiar  to  himself.  His  violins,  tenors,  and  violon- 
cellos are  very  flat,  and  have  a  powerful  tone  ;  but  they  are 
slightly  put  together,  for  the  sides  are  not  lined,  and  the 
corner  blocks  are  omitted.  Nevertheless  his  instruments 
are  still  prized,  on  account  of  the  excellent  construction  of 
the  belly  and  the  back,  the  correct  proportions  of  thickness 
observed  in  them,  and  also  for  their  good  tone  ;  though 
they  are  not  even  purfled,  and  have  a  dark  brown  amber 
varnish,  and  nothing  recommendatory  in  their  exterior. 

Francis  Schonger,  of  Erfurt,  has  made  many  high-modelled 
instruments,  which  are  much  more  beautiful  in  appearaDce 
than  Ruppert' s  ;  but  they  are,  throughout,  extremely  weak 
in  the  wood,  and  have  a  dull,  hollow  tone.  Connoisseurs 
therefore  consider  them  greatly  inferior  to  Ruppert's. 

George  Schonger,  of  Erfurt,  abandoned  his  father's  system 
of  construction,  and  imitated  the  Italian  style.  Excellent 
instruments  exist  of  his  make,  which  are  particularly  dis- 
tinguished for  their  accurate  arrangement  (Aptirung*).  He 
was  greatly  renowned,  in  his  time,  as  a  repairer  of  the  good 
old  instruments. 


*  Here,  and  in  two  other  places  in  this  work,  I  have  viewed  the 
word  ' '  Aptirung  "  as  synonymous  with  '  *  Einrichtung  "  [arrangement 
— adjustment — -fitting  up]  as  used  by  Spohr  ;  who  says,  in  his  Violin 
School),  Part  L,  Sec.  2. — "By  the  arrangement  (Einrichtung)  of 
the  violin  is  meant — first,  the  position  of  the  neck  and  finger-board, 
the  height  of  the  bridge  and  that  of  the  strings  above  the  finger- 
board, with  regard  to  the  convenience  of  playing  ;  and,  secondly,  the 
situation  of  the  bridge  and  sound-post,  their  strength  and  height,  as 
also  the  choice  of  wood  for  them,  with  reference  to  the  tone  of  the 
instrument. "  (See  the  translator's  edition  of  Spohr's  School,  pub- 
lished by  Mossrs.  Cocks  and  Co.) — Tr. 
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Bachmann,  of  Berlin,  was  one  of  the  most  celebrated 
German  makers ;  and,  as  his  instruments  have  already 
attained  a  considerable  age,  they  rank  next  in  point  of 
quality  to  the  Cremonese.  They  are  very  correct  in  their 
proportions,  and,  though  made  rather  too  strong  than  other- 
wise,  wood  of  the  best  quality  has  been  used  for  them  ;  so 
that  one  of  his  violins  is  even  preferable  to  a  Cremonese 
which  has  fallen  into  unskilful  hands,  such  as  I  shall  describe 
at  length  in  treating  of  the  rules  to  be  observed  in  repairing. 

Straube,  of  Berlin,  was  also  an  excellent  workman.  I 
have  seen  only  a  few  of  his  instruments,  but  those  were 
very  good.  From  his  constant  occupation  in  repairing  old 
instruments,  he  has  probably  not  made  many  new  ones. 

Schmidt,  of  Cassel,  has,  at  the  present  day  (1817),  made 
some  very  beautiful  violins  in  imitation  of  those  by  Stra- 
duarius,  which  in  process  of  time  may  become  excellent,  if 
they  do  not  get  spoiled  before  they  arrive  at  their  best.* 

Diirfel,  of  Altenburg,  was  one  of  those   makers,  who, 

*  The  following  additional  particulars  of  this  maker  are  given  in 
the  more  recent  German  edition  : — 

11  Besides  Bachmann,  Schmidt,  of  Cassell,  has  perhaps  most  suc- 
cessfully approached  his  model.  His  instruments,  it  is  true,  are  not 
altogether  satisfactory  in  their  construction,  but  they  can  easily  be 
brought  into  correct  proportions.  Owing  to  their  illusive  similarity, 
many  of  his  old  instruments  have  already  been  sold  under  the  name 
of  Straduarius.  Although  fine  in  the  wood,  they  are  still  cognizable  ; 
the  back  not  being  made  of  such  finely-figured  maple,  and  the  wood 
of  the  belly  (from  the  upper  Hercynian  forest)  not  being  quite  equal 
in  the  grain.  Most  of  them  have,  from  the  middle  joint,  an  inch  or 
an  inch  and  a  half  of  fine  grained  wood  ;  then  about  an  inch  of 
coarse  ;  and  so  on  alternately  for  the  breadth  of  the  belly.  The 
rise  of  the  back  and  belly  and  the  form  of  the  /-holes  are  very  well 
imitated  ;  but  the  edges  are  broader  than  those  of  Straduarius,  and 
the  purfling  is  set  farther  inwards.  The  scooping  out,  to  the  depth 
of  nearly  half  the  thickness  of  the  edges,  which  is  observable  in  the 
Italian  instruments  [within  the  purfling]  is  eutirely  wanting  in  thoa« 
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without  paying  too  great  a  regard  to  the  exterior,  have 
nevertheless  turned  out  instruments  which  are  excellent  in 
point  of  tone.  His  double-basses  (Violons*),  which  may 
be  met  with  in  most  of  the  chapels,  are  particularly  good, 
and  maintain  the  first  rank  among  those  manufactured  in 
Germany. 

The  Tyrolese  makers,  who  carried  on  an  extensive  busi- 
ness, have  produced  a  great  number  of  violins,  tenors,  and 
violoncellos,  most  of  which,  however,  have  been  sold  under 
fictitious  names  as  genuine  Cremonese  or  Steiner's.  Much 
deceit  is  practised  with  these  instruments  ;  and,  as  no  one 
has  hitherto  given  an  accurate  description  of  them,  cases  of 
this  kind  are  still  of  daily  occurrence.  The  characteristics 
of  the  genuine  Italian  instruments  will  be  treated  of  at 
length  in  the  next  Chapter. 

Egitia  Klotz  was  the  most  respectable  of  the  Tyrolese 
makers,  as  he  sent  out  all  his  instruments  under  his  own 
name.  They  are  made  better  than  any  of  the  violins  of  his 
countrymen ;  for,  instead  of  employing  the  white  larch 
wood  used  by  them,  he  manufactured  the  bellies  of  good 
Swiss  pine :  hence  his  instruments,  which  are  constructed 
agreeably  to  the  rules  of  acoustics,  possess  a  finer  and  more 
powerful  tone  than  any  other  of  the  Tyrolese.  His  son, 
Joseph  Klotz,  also  sent   out  instruments   under  his   own 


of  Schmidt,  who  also  has  everywhere  preserved  an  equal  height  for 
the  sides,  which,  in  the  Cremonese  models,  gradually  diminish  one- 
eighth  of  an  inch  in  approaching  the  neck.  The  scroll  is  not  so 
deep,  nor  so  finely  carved  ;  and  lastly,  instead  of  the  excellent  amber 
varnish  used  by  the  Italians,  Schmidt  has  covered  his  instruments 
with  spirit  varnish,  or  merely  polished  them." — Tr. 

*  No  "discrepancy  on  the  part  of  the  author"  occurs  here,  as  a 
former  translator  of  this  work  imagined,  the  word  Violon  signifying, 
in  German,  a  double-bass  ;  not  a  violin,  as  he  supposed. — Tr. 
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name ;  which,  as  he  followed  his  father's  system,  but  was 
better  acquainted  with  the  quality  of  wood,  are  far 
preferable  to  those  made  by  him.  In  their  exterior 
arrangement  (Aptirung),  however,  they  all  require  the  hand 
of  a  skilful  workman ;  for,  in  the  state  in  which  he  left 
them,  they  are  unfit  for  use. 

But  even  if  these  makers  had  worked  with  the  same  care, 
and  possessed  the  same  skill  as  we  find  displayed  in  the 
construction  of  the  genuine  Cremonese  and  Steiner' s  violins, 
still  their  instruments  would  not  be  equal,  for  the  first  year 
or  two,  to  a  Cremonese  or  Steiner  which  had  been  used  for 
upwards  of  a  century.*  This  would  be  impossible,  from 
the  very  nature  of  the  case.  Many  musicians  and  amateurs 
who  possess  good  (though,  certainly,  not  very  old)  instru- 
ments, have  not  the  patience  to  wait  until  they  gradually 
improve  by  use  and  careful  treatment,  +  but  intrust  them  to 

*  The  use,  and  not  the  mere  age  of  the  instrument  is  the  point 
here  insisted  on  by  Otto,  as  may  be  seen  from  a  subsequent  remark 
at  p.  47  ;  and  in  reference  to  the  skill  of  the  workman,  Mackintosh, 
before-mentioned,  declares  that,  by  following  out  his  theory,  re- 
specting the  pores  of  the  wood,  "it  is  not  only  possible  to  manu- 
facture a  good  violin  with  certainty,"  but  by  minutely  attending  to 
the  instructions,  as  given  by  him,  "a  peculiar  quality  of  tone  can 
be  effected,"  which,  he  says,  he  states  from  experience.  Savart.  too, 
is  equally  certain  that  excellent  violins  may  be  made  by  attending 
to  the  results  of  his  experiments,  as  given  in  No.  III.  of  the 
Appendix.  If  all  this  be  true,  it  may  serve  in  some  measure  to 
account  for  the  following  statement,  translated  from  the  Leipzig 
Allgem.  Mus.  Zeitung,  XLIV.,  p.  380— 1842  :— "  The  instrument- 
maker,  Darche,  of  Aachen,  has  attracted  the  attention  of  violin 
judges  and  others  in  Frankfort-on-the- Maine,  by  a  collection  of  old 
violins  and  some  of  his  own  manufacture.  He  is  said  to  be  able  to 
imitate  the  old  Italian  violins  in,  the  most  illusive  manner,  and  in  an 
incommunicable  way  to  inoculate  his  instruments,  as  it  were,  with  the 
very  cJvaracter  of  the  tone  of  each  master  he  professes  to  follow." — Tr. 

t  According  to  Abele  (see  Die  Violine,  p.  158),  it  requires  from 
thirty  to  forty  years'  playing  on  a  violin  to  bring  it  to  perfection. — Tt» 
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bad  instrument-makers  or  itinerant  workmen.  In  this 
occupation,  one  Kirschschlag,  and  others  of  the  same  class, 
who  could  no  longer  prosper  as  musicians,  travelled  through 
most  of  the  towns  of  Germany,  about  thirty  years  ago. 
They  wished  to  bring  in  the  true  "Zirkelschlag ,"*  which 
the  great  Italian  and  German  makers  had  neglected !  But 
these  men,  whatever  may  have  been  their  merit  as  instru- 
mental performers,  were  totally  unacquainted  with  mathe- 
matics, acoustics,  or  physics,  and  altogether  inexperienced 
in  the  art  of  making  instruments.  Still,  however,  many 
people  were  defrauded  of  their  money  by  these  corrupt 
musical  quacks  or  fault-finders,  whose  skill  consisted  in 
scraping  out  the  wood,  putting  in  much  stronger  bass -bars, 
and  the  like  refinements,  which  threw  the  instruments  com- 
pletely out  of  their  mathematical  proportions,  and  entirely 
spoiled  them.  More  than  a  hundred  instances  of  this  kind 
have  fallen  under  my  own  observation.  Even  genuine 
Cremonese  and  Steiner  violins  have  been  brought  to  me 
which  were  ruined  in  this  manner. 

It  must  excite  feelings  of  the  deepest  regret  in  all  who 
entertain  a  high  regard  for  such  perfect  masterpieces  of  art, 
constructed  strictly  according  to  the  rules  of  mathematics, 
to  witness  the  irreparable  loss  arising  from  such  mutilation. 

That  the  foregoing  statement  is  not  in  the  least  exag- 
gerated, many  will  have  proved  by  their  own  experience ; 
and  it  is  further  certain,  that  there  are  few  towns  without 
either  a  hautboy-player,  fiddler,   or  town  -  musician,  who 

*  By  the  term  Zirkelschlag,  I  understand  the  cutting  away  the 
wood  in  the  back  and  belly  according  to  circles  described  on  them ; 
for  further  particulars  of  which,  see  Appendix,  No.  I. ,  and  illus- 
trative figures.  It  may  also  include  the  circular  arc  drawn  and  cut 
out  as  a  pattern  for  the  convexity.  See  Fig.  2  of  the  illustrations. — 
Tr. 
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meddies  with  the  repair  and  improvement  of  instruments > 
without  possessing  any  accurate  knowledge  of  their  con- 
struction. What  such  men  can  do,  may  be  judged  of  from 
their  work !  The  great  loss,  however,  which  the  musical 
public  suffers  through  these  fellows,  «consists  in  the  few 
good  instruments  which  exist,  compared  with  the  number 
which  are  spoiled. 

One  would  suppose  that,  as  the  world  grows  wiser,  such 
mechanics  would  no  longer  meet  with  encouragement ;  yet, 
even  in  the  present  day,  there  are  people  to  be  found  who 
fctul  look  upon  them  as  great  artist«* 
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CHAPTER   III. 

NOTICE  OF  THE  MOST  ESTEEMED  ITALIAN  AND  STEINER' S  VIOLINS, 
WITH  A  DESCRIPTION  OF  THEIR  STRUCTURE.  COMPARISON 
BETWEEN  THESE  AND  THE  COUNTERFEIT  INSTRUMENTS. 

I  have  had  about  thirtv  Creuionese  violins  under  ray 
hands,  of  the  following  makers. 

The  oldest  were  made  by  Jerome  Amati,  at  the  beginning 
of  the  seventeenth  century  :  after  him  came  Anthony  Amati, 
in  the  middle  of  that  century ;  and,  then,  Nicholas  Amati, 
towards  the  end.  An  thony  Straduarius,  of  Cremona,  flourished 
at  the  end  of  the  same  century,  and  Joseph  Guarnerius,  at 
the  beginning  of  the  eighteenth  century.* 

All  the  instruments  above  referred  to  were  formed  after 
the  simplest  rules  of  mathematics ;  and  the  six  which  I 
received  unspoiled  were  so  constructed,  that  the  belly  was 
thickest  in  the  middle,  where  the  bridge  stood ;  it  then 
diminished  about  one-third  at  the  /-holes,  and,  where  it 
rested  on  the  sides,  it  was  only  half  as  thick  as  in  the  mid 
die.  The  same  proportion  was  observed  in  the  length.  The 
thickness  of  the  middle  was  maintained  as  far  as  the  length 
of  the  bass -bar,  and  then  diminished  one-half  to  the  upper 
and  lower  end  blocks.  The  breadth  was  so  proportioned 
that  the  cheeks  were  three  -  fourths  the  thickness  of  the 
breast ;  and  the  edges  all  round,  only  one-half  the  thickness. 

*  For  more  exact  historical  details  and  additional  particulars  of 
the  Cremonese  makers,  and  some  others,  see  Appendix,  No.  IL — Tr* 
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These  ai*9  the  proportions  best  adapted  for  obtaining 
a  full  roxnd,  and  sonorous  tone.  Whoever  thinks  that  1 
shouk'  idre  an  exact  scale  for  the  particular  height,  fall,  and 
thic&iie,*s  of  the  belly,  calculated  in  hundredth-parts  of  an 
in^h,  is  mistaken.  Such  calculations  I  certainly  make  for 
myseif ;  but,  here,  I  am  not  writing  for  instrument-makers, 
nor  for  those  who  busy  themselves  with  repairing,  without 
being  able  to  construct  a  violin  ;  but  simply  for  professors 
and  amateurs,  in  order  to  give  them  a  general  knowledge  of 
the  correct  proportions  of  a  good  instrument. 

The  back  is  formed  in  the  same  proportion  as  the  belly, 
but  is,  in  most  violins,  rather  thicker  in  the  wood. 

During  two  years,  I  measured  and  calculated  the  propor- 
tions of  the  very  best  instruments,  according  to  the  rules  of 
mathematics,  under  the  late  Eerr  Ernst,  Concert- director  at 
Gotha,  with  whom  I  also  studied  music  for  three  years.  Herr 
Ernst  himself  made  excellent  violins,  as  the  reader  is  doubt- 
less aware,  which  will  in  a  few  years  approximate  to  the 
Cremonese,  if  they  escape  the  misfortune  of  falling  into  the 
hands  of  such  gentry  as  I  have  before  described  ! 

Jerome  Amati,  of  Cremona,  by  whom  the  oldest  violins 
were  made,*  used  the  most  beautiful  maple  with  a  very  full 
figure,  and,  as  far  as  I  have  been  able  to  ascertain,  constructed 
most  of  the  backs  of  a  single  piece.  The  figure  of  the  wood 
runs  from  the  left  to  the  right  side,  somewhat  slanting  down- 
wards. The  form  of  his  violins  is  large,  and  the  curves  from 
one  corner  to  another  are  most  pleasing  to  the  eye.  The 
corners  resting  on  the  sides  are  very  obtuse,  and  therefore 

*  That  is,  so  far  as  the  author's  knowledge  of  the  Cremonese 
instruments  went  (see  the  commencement  of  this  chapter) ;  but 
the  head  of  the  Amati  family  was  Andrew,  who  was  born  about 
A620,  and  died  about  1580.     See  p.  63.— TV. 
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do  not  extend  far  beyond  them  at  th®  tmck,  which  produces 
%  very  handsome  appearance.     The  adgea  of  thö  l**cir>  ar6 
very  thick  and  beautifully  rounded.     The   pur£ing5  as  in 
all  the  Italian  instruments,  is  rather  broad,  and  accords  with 
the  general  structure.     The  model  is  not  so  flat  as  that  of 
Straduarius,  but  somewhat  higher.     It  rises  so  gently  from 
the  purfling  (which  is  here  placed  rather  farther  inwards 
than  in  other  violins),  that,  viewing  the  horizontal  surface  of 
the  edge  and  the  middle  of  the  back,  no  one  would  think  the 
highest  part  required  an  inch  thickness  of  wood  to  work  out 
this  model,  which  seems  so  perfectly  flat  to  the  eye.     The 
sides  are  also  made  of  beautiful,  full-figured  maple,  and  do 
not  run  quite  perpendicular  from  the  back  to  the  belly,  but 
are  so  placed  as  to  form  an  angle  of  a  hundred  degrees  with 
the  back,  which  gives  the  instrument  a  very  elegant  appear- 
ance.     The   corners  of  the   semi-circular    side-pieces    are 
very  obtuse,  and  those  of  the  upper  and  lower  side-pieces  are 
slightly  turned  outwards.     The  sides,  on  the  interior  part, 
are  furnished,  both  above  and  below,  with  thin  strips  of 
pine-wood,  about   a  quarter  of  an  inch  broad,   which  are 
placed  close  against  the  back  and  also  against  the  belly.  The 
four  corners  of  the   semi- circular  bendings  are  strengthened 
with  little  blocks  of  pine,  an  inch  and  a  quarter  broad,  which 
fill  up  the  corners  in  such  a  manner,  that  the  inside  of  the 
violin  resembles  the  form  of  an  Italian  guitar.     At  the  upper 
end,  where  the  neck  is  fixed,  there  is   also  a  little  block  of 
pine,  which  rises  gently  from  the  sides,  and  is  three-quarters 
of  an  inch  thick  in  the  middle.     A  similar  block  is  placed 
at  the  lower  end,  into  which  the  button  for  the  tail-piece  is 
inserted. 

The  belly,  which  has  the  same  gentle  rise  as  the  back,  is 
made  of  excellent  pine-wood  ;  and,  although  the  grain  is  not 
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very  fine,  tha  fibres  are  perfectly  equidistant,  both  in  the 
middle  and  near  the  edges.  The  /-holes  are  beautifully 
shaped  and  stand  rather  near  each  other,  so  that  the  space 
between  the  upper  little  turns  is  only  the  breadth  of  the 
bridge  ;  they  are  particularly  narrow  at  the  upper  and  lower 
turns,  and  by  no  means  wide  in  the  middle.  The  edges  and 
purfling  are  like  those  of  the  back. 

The  neck  is  made  of  the  same  beautifully-figured  wood  as 
the  back  and  sides,  and  the  cheeks  of  the  peg-box  are  very 
strong  and  full.  The  scroll,  which  is  admirably  rounded,  is 
very  broad  from  the  central  point  on  one  side  to  that  on  the 
other,  and  is  indisputably  the  most  beautiful  form  which  has 
been  adopted  for  violins  ;  indeed,  of  all  the  Italian  violins 
which  have  come  under  my  notice,  those  of  Jerome  Amati 
are  the  handsomest  in  shape  and  the  most  carefully  made. 
They  are  covered  with  amber  varnish  mixed  with  a  light 
reddish-brown  colour  (kirschbraunen  Lasurfarbe  J,  which  has 
greatly  peeled  off  the  majority  of  them.  There  are  some 
which  have  a  mahogany  colour  mixed  with  the  varnish. 

These  are  the  oldest  Cremona  violins,  as  they  were  made 
during  the  years  1614 — 1620,  and  are  now  therefore  (in 
1817)  two  hundred  years  old.  From  their  firm  and  good 
construction,  however,  they  may  retain  their  excellence  half 
a  century  longer. 

The  above  maker  was  followed  by  Anthony  Amati,  who 
was  perhaps  his  son,*  but  of  whose  violins  I  have  seen  only 
a  few ;  so  that  probably  most  of  them  exist  in  Italy,  France, 
and  England.     They  are  not  very  differently  made  from  his 


*  This  error  of  the  Author  has  been  duly  corrected  in  the  1828 
edition  of  his  work,  where  Anthony  Amati  is  properly  named  as  th< 
hrotlier  of  Jerome. — Tr. 

c  2 
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father's,*  except  that  he  was  not  so  particular  as  Jerome  in 
selecting  beautifully-figured  maple ;  but  in  quality  of  tone 
they  are  nothing  inferior,  if  they  have  not  been  spoiled  in 
repairing,  like  some  which  have  come  into  my  hands,  the 
wood  of  which  had  been  shamefully  scraped  away.  As  an 
instance  of  this,  I  may  mention  one  which  the  Duke  Ernest 
Augustus  purchased  for  200  ducats,  the  back  and  belly  of 
which  I  was  obliged  to  patch  and  strengthen  on  the  inside 
with  old  wood,  in  order  to  restore  the  instrument  to  its  true 
proportions ;  for  it  had  been  so  damaged,  that,  considering 
its  tone,  it  was  not  worth  more  than  5  dollars.  As  already 
stated,  I  have  seen  but  few  genuine  instruments  of  Anthony 
Amati ;  and  this  has  led  me  to  infer  that  only  few  of  them 
have  been  brought  into  Germany.  There  are,  however,  the 
more  of  Nicholas  Amati,  of  Cremona,  who  flourished  during 
the  same  period  as  Anthony  Straduarius. 

The  violins  of  Nicholas  Amati  are  particularly  remarkable, 
as  being  of  a  rather  smaller  size,  and  having  a  peculiar 
model.  They  run  rather  flat  from  the  purfling  inwards,  and 
then  rise,  more  suddenly  than  those  of  either  Jerome  or 
Anthony,  to  an  inch  above  the  level  of  the  side  pieces,  and 
form,  in  the  highest  part,  a  sharp  ridge.  This  constitutes 
their  chief  characteristic.  For  the  rest,  his  violins  are  not 
made  with  the  extreme  care  as  those  of  Jerome  ;  the  purfling 
is  not  let  in  so  neatly,  and  the  corners  turn  farther  outwards : 
but  the  edges  are  very  beautifully  rounded,  and  the  /-holes 
are  well-shaped  and  stand  rather  near  each  other,  as  in  all 
the  Italian  instruments.  The  interior  of  those  which  have 
escaped  injury  proves  that  he  constructed  on  strict  mathe- 
matical  principles.     An    unspoiled   violin    of  his   make   is 


*  His  brother  s.—Tr. 
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excellent,  and  almost  preferable  to  a  Straduarius,  as  the 
belly  on  the  side  of  the  fourth  string  does  not  bend  in  like 
[many  of]  the  latter.  The  wood  used  for  the  belly  is  not 
of  a  very  fine  grain  in  any  of  them ;  but  the  back,  neck, 
and  sides  are  formed  of  beautifully-figured  maple.  All  those 
which  have  passed  through  my  hands  have  been  covered 
with  a  reddish-yellow  amber  varnish :  I  have  never  met  with 
one  of  a  brown  colour.* 

The  violins  of  Straduarius  are  distinguished  for  their  very 
flat  construction.  The  back  and  belly  are  not  raised  more 
than  half  an  inch ;  consequently  these  instruments  have  the 
flattest  model  of  all  the  Cremonese.  Those  which  are  un- 
injured possess  a  very  beautiful,  deep,  and  full  tone.  They 
are  the  most  esteemed  by  public  performers  ;  for  every 
virtuoso  on  the  violin  either  has  one  already,  or  spares  no 
expense  in  obtaining  one.  The  reason  of  this  probably  is, 
that  a  flat-modelled  instrument  may  be  very  thick  in  the  wood 
and  yet  maintain  a  free  and  energetic  vibration  ;  and,  indeed, 
it  is  an  acknowledged  truth,  that  an  instrument  which  is 
thick  in  the  wood  possesses  a  much  finer  tone  than  one 
which  has  been  scooped  out. 

But  there  is  no  doubt  that  many  of  these  instruments  have 
been  greatly  damaged ;  for,  as  they  are  constructed  very  flat 
and  thick  in  the  wood,  on  acoustic  principles,  and  have  a  weak 
and  rather  short  bass-bar,  it  has  happened  with  many  of 
them  that  the  belly,  on  the  side  of  the  G  string,  has  sunk  in 
a  little  ;  or,  when  they  have  been  tuned  too  high,  it  has  risen 
on  the  opposite  side,  under  the  E  string.  Really  great 
artists  regard  this  slight  defect  as  the  natural  consequence 


*  In  the  1828  edition,  Otto  says  :  "  They  are  mostly  covered  with 
a  reddish-yellow  amber  varnish  ;  I  have  only  seen  one  brown."—  Tr. 
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of  age,  and  in  no  respect  detrimental  to  the  tone  ;  but  ama- 
teurs, desirous  of  making  improvements  where  none  at  all 
are  required,  have  had  their  violins  taken  to  pieces  on  account 
of  the  above-mentioned  circumstance,  and  by  the  insertion 
of  long  and  heavy  bass -bars  checked  the  accurately  calculated 
vibration.*  Yet,  even  in  this  case,  if  no  wood  has  been 
scraped  away,  this  injury  may  be  rectified  by  a  maker  pos- 
sessed of  the  requisite  knowledge ;  but  if  any  of  the  wood 
has  been  taken  out,  the  evil  cannot  then  be  corrected  without 
impairing  the  tone. 

It  has  already  been  remarked  that  the  model  of  the  Stra- 
duarius  violins  is  very  flat :  indeed,  I  have  hitherto  met  with 

*  It  is  certain  that  the  bass-bars  were  as  accurately  proportioned, 
by  the  great  makers  Straduarius  and  Guarnerius,  as  all  the  other 
parts  of  their  instruments  ;  but  the  excessive  rise  in  the  musical 
pitch  which  has  taken  place  since  the  commencement  of  the 
eighteenth  century,  and  especially  since  Otto  first  published  his 
book,  appears  to  leave  us  only  the  alternative  either  of  suffering  the 
ultimate  destruction  of  valuable  violins,  or  of  giving  them  somewhat 
stronger  bass -bars,  so  as  to  resist,  in  an  efficient  manner,  the  greatly 
increased  tension  of  the  strings. 

The  celebrated  Tartini  found  by  experiment,  in  1734,  that  the 
strain  of  the  four  strings  over  the  belly  of  a  violin  was  equal  to  a 
weight  of  63  pounds,  and  the  strings  were  then  thinner  and  the 
bridge  less  elevated  than  at  present ;  so  that  the  angle  formed  by 
the  strings  was  considerably  less  than  it  is  now.  Fi ve-and-  twenty 
years  ago,  the  first  string  required  a  weight  equal  to  22  pounds, 
in  order  to  bring  it  up  to  pitch  ;  the  second  string  required  rather 
more  than  20  pounds,  and  the  other  two  a  little  less.  The  total  strain 
was  then  about  80  pounds  ;  the  pitch  having  risen  a  semitone  since 
1734,  the  strings  being  also  thicker,  and  the  angle  formed  by  them 
upon  the  bridge  being  more  acute.  The  pitch  having  again  risen 
nearly  a  semitone  since  1830,  it  would  now  doubtless  be  found  by 
experiment  that  the  strain  of  the  four  strings  on  a  violin  is  equal  to 
90  pounds  or  upwards.  Hence  the  necessity  of  preserving  the 
masterpieces  of  the  great  violin  makers  from  a  strain  which  they 
were  never  constructed  to  bear  ;  and  hence,  also,  another  argument 
in  favour  of  a  redaction  of  the  musical  pitch,  öee  M.  Fetis's  Rapport 
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none  but  what  are  higher.  Their  shape  is  very  fine,  but  not 
so  obtuse  in  the  corners  as  those  of  Jerome  Amati.  The 
corners  and  edges  are  beautifully  finished  ;  and  the  purfling 
is  still  broader  than  in  the  instruments  of  the  last-named 
maker,  and  not  inlaid  very  near  the  edge.  The /-holes  are 
finely  cut  and  lie  rather  near  together,  as  is  the  case  in  all 
genuine  Italian  instruments.  The  back,  neck,  and  sides  are 
made  of  very  beautifully-figured  maple,*  and  the  instruments 
are  covered  with  a  dark  brown  amber  varnish.  Some  of 
them  have  a  yellow-brown  varnish ;  but  dark  brown  is  the 
more  usual  colour.  There  are  some  which  in  shape  closely 
approximate  to  the  violins  of  Jerome  Amati,  and  are  also 
constructed  rather  higher  than  those  before -mentioned. 
These  have  a  mahogany-coloured  amber  varnish.f 

but  les  Instruments  de  Muslque  dans  V Exposition  universelle  de  Paris, 
en  1855,  p.  34.  The  strain  or  tension  of  the  strings  here  commented 
on,  while  chiefly  affecting  the  violin  in  a  longitudinal  direction,  also 
exercises  a  vertical  pressure  on  the  belly  of  the  instrument,  where 
the  bridge  stands  ;  which  is  more  or  less  according  to  the  height  of 
the  bridge  and  the  angle  formed  by  the  strings  upon  it.  In  1840, 
Savart  found  this  pressure  to  be  equal  to  about  24  pounds.  The 
Abbe  Sibire,  in  1806  (see  La  Chelonomie),  estimated  the  tension  of 
the  strings  at  64  or  65  pounds,  thus  indicating  at  that  time  but  a 
very  small  rise  in  the  pitch  since  the  date  cf  Tartini's  experiment. 
Zamminer,  in  his  very  interesting  work,  Die  Musik  und  die  musika- 
lischen Listrumente  (Gies3en,  1855),  puts  the  tension  at  about  54 
pounds  ;  but  this  may  be  a  typographical  error,  unless,  indeed,  his 
investigations  were  made  with  thinner  strings  than  those  of  Tartini 
and  Sibire,  which  seems  improbable.  —  Tr. 

*  In  some  of  his  violoncellos,  in  a  tenor,  and  in  viols  of  various 
kinds,  he  used  poplar  for  the  back,  but  this  was  contrary  to  his 
usual  habit. — Tr, 

t  We  are  informed  by  Gallay,  that  M.  Chanot,  of  Paris,  (a  brother 
of  the  naval  officer  mentioned  at  p.  74),  once  had  under  his  hand« 
a  very  curious  specimen  of  Stradivari's  workmanship,  namely, 
a  guitar-shaped  violin,  with  a  flat  belly.  (See  Les  Luthiers  Italiennts 
aux  17e  et  18e  Sticks,  Paris,  1869,  p.  166). -—TV. 
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The  violins  of  Joseph  Guarnerius  are  very  beautifully 
made.  They  are  extremely  similar  in  form  and  model  to 
those  of  Nicholas  Amati,  as  well  as  in  the  cutting  of  the 
/-holes,  and   have  the   same   deep  yellow   amber  varnish. 

These,  as  well  as  the  violins  of  Ruggerio  and  Albani,* 
differ  so  little  from  each  other,  that  it  is  extremely  difficult  to 
give  an  exact  description  of  them, 

The  violins  of  Jacob  Steiner,  of  Apsam,  differ  from  the 
Cremonese  both  in  general  appearance  and  in  tone.  They 
have  a  higher  model,  and  their  proportions  of  thickness  are 
calculated  quite  differently.!  Perhaps  the  most  accurate 
comparison  which  can  be  drawn  between  the  two,  is,  that 
the  tone  of  a  Cremonese  violin  resembles  that  of  a  clarinet, 
whilst  the  tone  of  a  Steiner  is  similar  to  that  of  a  flute.J  The 
belly  is  modelled  higher  than  the  back  ;  and  the  height  of 
the  belly  where  the  bridge  stands  is  equally  maintained  for 
half  the  length  of  the  instrument  to  the  lower  or  broad  part 
[under  the  tail-piece] ,  where  it  then  diminishes  down  to  the 
end  edge.  The  breadth  of  this  raised  part  is  about  the  same 
as  that  of  the  bridge  itself,  and  then  it  falls  off  towards  the 
edges.  The  model  is  precisely  similar  towards  the  neck, 
and  on  the  broad  part  [beneath  the  finger-board].  The 
edges  are  very  strong  and  round,  and  the  purfling,  which  is 


*  These  are  probably  the  makers  intended  by  the  Author,  though 
their  names  are  spelt  Rutgeri  and  Alwany  by  him. — Tr. 

+  In  the  1828  edition,  Otto  observes  that  Steiner  made  his  instru- 
ments of  three  sizes — a  large  size,  a  medium,  and  a  small. — Tr. 

%  Gretschel  speaks  of  the  Steiner  violins  as  generally  possessing 
a  thin  and  penetrating  tone,  but  that  some  exceptions  to  this  exist 
(see  p.  99  of  the  2nd  edit,  of  Wettengel's  Lehrbuch  der  Geigen  und 
BogenmacherJcunst,  Weimar,  1869).  Abele  says  they  more  nearly 
approach  the  sharp,  piquant  tone  of  the  later  German  instruments. 
— Tr. 
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narrower  than  in  the  Cremonese  (in  which  it  is  very  broad), 
lies  rather  nearer  the  edges  than  in  those  instruments.  The 
/-holes,  which  are  rather  shorter  than  in  the  Cremonese  instru- 
ments, are  beautifully  formed,  and  their  upper  and  lower  turns 
are  perfectly  circular.  The  neck  is  particularly  handsome,  and 
the  scroll  as  round  and  smooth  as  if  it  had  been  turned : 
some  are  finished  with  lions'  heads,  which  are  admirably 
carved.  The  sides  and  back  are  made  of  the  finest  figured 
maple,  and  the  instruments  are  covered  with  amber  varnish 
of  a  reddish-yellow  colour.  In  some,  the  peg-box  is  dark 
brown  and  the  belly  deep  yellow.  These  are  their  chief 
characteristics.  Labels  are  rarely  found  inside  ;  but  when 
these  do  occur  in  genuine  instruments,  they  are  always 
written ;  printed  ones  being  only  met  with  in  the  Tyrolese 
imitations.  In  the  Cremonese  instruments,  however,  they 
are  all  printed. 

The  Tyrolese  imitations  of  the  Cremonese  and  Steiner 
violins  may  be  especially  recognised  by  the  perfectly  fine- 
grained larch-wood  used  in  them,  which  differs  considerably 
from  the  Italian,  which  is  not  so  fine.  Moreover,  the  depth 
of  the  sides  in  the  Tyrolese  instruments  is  rather  less,  the 
edges  are  not  so  strong  and  perfect,  and  the  purfling  is 
narrower  and  nearer  the  edges,  which  are  not  so  finely 
rounded,  but  more  of  an  angular  form.  The  /-holes  are 
pretty  well  imitated,  and  also  the  shape  of  the  instruments, 
but  the  model  is  entirely  false ;  for  those  whiclr  bear  the 
name  of  Jacob  Steiner  are  very  flat,  and,  on  the  contrary, 
those  which  have  Cremonese  labels  are  often  high-modelled. 
The  sides,  back,  and  neck  of  most  of  the  Tyrolese  instruments 
are  not  made  of  figured,  but  of  perfectly  plain  maple.  The 
scroll  is  cut  very  small,  compared  with  that  of  the  Italians, 
and  the  difference  in  the  proportion  of  all  parts,  between  the 
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genuine  instruments  and  the  imitations,  is  as  three-fourths 
to  one. 

One  of  the  most  striking  characteristics,  however,  is  this : 
all  the  Tyrolese  violins  are  covered  with  a  weak  spirit  varnish 
of  a  greyish  yellow  cast,  which,  in  order  to  give  it  an  appear- 
ance of  age,  is  laid  on  very  thin,  and  soon  wears  off ;  whilst 
the  strong  oil  varnish  on  the  old  Italian  instruments,  however 
hard  it  may  he  rubbed,  will  remain  firm  and  durable.  This 
should  be  particularly  observed  by  those  who  have  not  an 
opportunity  of.  instituting  a  comparison  between  several 
violins.  If  they  are  only  able  to  distinguish  amber  varnish 
from  spirit  varnish,  no  Tyrolese  violin  can  possibly  be  palmed 
upon  them  for  an  Italian  one ;  and  it  is  with  these  Tyrolese 
instruments  that  people  are  most  frequently  deceived. 

I  will  here  briefly  enumerate  the  German  makers  who 
have  imitated  the  form  of  the  Cremonese  instruments,  but 
under  their  own  names.  Bachmann  of  Berlin ;  George  Schonger 
of  Erfurt ;  Jauch  of  Dresden  ;  Hassert  of  Eisenach ;  Ernst, 
Concert-director,  of  Gotha ;  Artmann  of  Wegmar,  near 
Gotha  ;  Binternagel  of  Gotha  ;  Fritzsche  of  Leipzig  ;  Hunger 
of  Leipsic ;  Ulric  E  berle  of  Prague ;  Charles  Reimer  of  Prague ; 
and  Schmidt  of  Cassel.* 


*  Particulars  of  some  of  these  makers,  not  having  been  given  in 
the  previous  chapter,  are  here  inserted  from  the  1828  edition  : — 

"Fritzsche,  of  Leipzig,  a  pupil  of  Hunger,  deserves  to  be  ranked 
among  the  best  and  most  skilful  of  the  modern  makers.  Such  of 
his  instruments  as  are  in  good  hands  must  continue  to  improve,  as 
they  are  constructed  with  care  and  according  to  established  rules. 
He  has  also  highly  distinguished  himself  as  a  repairer. " 

"  Frank  Anthony  Ernst,  a  Bohemian  by  birth,  who  took  up  his 
residence  at  Gotha  in  the  year  1778,  was  esteemed  not  only  as  a 
celebrated  violinist,  but  also  as  a  maker  of  violins  after  the  Italian 
model.  In  Prague,  where  he  studied,  he  employed  himself  with 
violin  making  by  way  of  amusement,  and,  on  coming  to  Gotha, 
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State! mann,  of  Vienna,  and  Withal m,  of  Nuremberg,  have 
made  the  greatest  number  of  instruments  after  Steiner's 
model ;  both,  however,  under  their  own  names.  They  have 
also  used  the  same  deep  yellow-coloured  amber  varnish, 
which  gives  a  still  closer  resemblance  to  the  patterns  they  were 
imitating.  Those  made  after  the  Cremonese  form  by  Jauch, 
Hassert,  Bachmann,  Straube,  Hunger,  Eberle,  and  Helmer, 
are  likewise  covered  with  amber  varnish,  and  hence  they  are 
more  exact  copies  of  the  originals  than  are  the  Tyrolese  ; 
except  those  of  Egitia  Klotz,  which,  too,  are  distinguished 
as  well  by  their  amber  varnish  as  in  other  respects. 

The  foregoing  characteristics  of  the  Cremonese  and  Steiner 
violins  are  also  applicable  to  tenors  and  violoncellos  :  but 
these  instruments  are  much  more  scarce  than  violins.*     In 


reverted  to  this  employment,  after  having  neg^cted  it  for  many 
years.  Now,  however,  he  pursued  it  with  extreme  ardour,  even 
taking  lessons  in  mathematics,  in  order  that  he  might  be  wanting  in 
no  information  which  could  contribute  to  the  perfect  construction  of 
instruments.  Nor  were  these  efforts  fruitless  ;  for  having,  as  a 
member  of  the  Chapel,  much  time  at  his  disposal,  he  had  leisure 
enough  to  give  all  diligence  to  the  pursuit ;  and  whoever  has  become 
acquainted  with  his  violins  must  certainly  admit  that  they  possess 
considerable  merit.  Even  the  Chapel-ma3ter,  Herr  Spohr,  I  have 
been  assured,  has  performed  a  concerto  on  one  of  Ernst's  violins. 
From  him  I  received  instruction  in  violin-playing,  and  soon  took 
delight  in  the  manufacture  of  the  instrument.  Hence,  he  was  my 
teacher  in  a  two-fold  capacity.  After  I  left  Gotha  for  Weimar,  he 
took  an  assistant,  the  joiner  Artmann,  of  Wegmar,  near  Gotha,  who 
afterwards  manufactured  violins  very  similar  in  form  and  model  to 
those  of  Ernst,  which  are  very  flat.  Subsequently,  another  joiner 
worked  with  him,  of  the  name  of  Bindernagel,  who  has  also  made 
violins  which,  in  their  exterior,  are  similar  to  ErnsV s.  The  instru- 
ments of  both,  however,  clearly  prove  that  they  were  deticient  in 
the  requisite  knowledge." — Tr. 

*  According  to  Itochlitz,  the  older  tenors  had  five  strings,  the 
fifth  answering  to  the  E-string  of  our  violins.  Hence  it  is  that  the 
Germans  still  call  E-strings  quints  (i.e.  fifths),  although  violins  are 
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my  professional  travels,  I  have  had  only  six  violoncellos  to 
repair,  and  two  Cremonese  tenors,  and  one  of  Steiner's, 
which  belonged  to  the  late  chapelmaster,  Herr  Stamitz.  Of 
new  violins  after  the  Cremonese  model,  I  have  made  but  a 
few  for  the  chapel  at  Weimar,  and  six,  together  with  a  tenor 
and  a  violoncello,  for  the  Chapel  Royal  at  Copenhagen.  I 
was  prevented  making  more,  through  the  following  circum- 
stance :  the  late  Duchess  Amelia  of  Weimar  having  intro- 
duced the  guitar  into  Weimar,  in  1788,  I  was  immediately 
obliged  to  make  copies  of  this  instrument  for  several  of  the 
nobility  ;  and  these  soon  becoming  known  in  Leipzig,  Dres- 
den, and  Berlin,  so  great  a  demand  arose  for  them,  that,  for 
the  space  of  sixteen  years,  I  had  more  orders  than  I  could 
execute. 

I  must  here  take  the  opportunity  to  observe  that,  originally, 
the  guitar  had  only  five  strings.  The  late  Herr  Naumann, 
chapelmaster  at  Dresden,  ordered  the  first  guitar  with  the 
sixth  or  low  E -string,  which  I  at  once  made  for  him.  Since 
that  time  the  instrument  has  always  been  made  with  six 
strings ;  for  which  improvement  its  admirers  have  to  thank 
Herr  Naumann* 


only  mounted  with  four  strings,  it  having  always  been  the  practice 
m  Germany,  as  we  are  told  by  L.  Spohr,  "to  reckon  the  strings 
from  grave  to  acute,  commencing  with  C,  the  lowest  string  of  the 
violoncello  and  tenor."  (See  p.  114  of  the  translator's  edition  of 
Spohr's  Violin  School,  published  by  Messrs  Cocks  and  Co. )  About 
the  year  1840,  Herr  Hühner  invented  a  fi~e-stringed  instrument 
which  he  called  Violalin — a  sort  of  compound  of  the  violin  and 
tenor,  from  having  the  addition  of  the  low  C-string  of  the  latter. 
It  was  intended  as  well  for  the  performance  of  violin  compositions, 
as  for  those  written  for  the  tenor  (and  even  for  the  violoncello,  only, 
in  this  case,  an  octave  higher).  But  instead  of  being  an  invention,  it 
appears  rather,  from  what  is  stated  above,  to  have  been  a  return  to 
early  usage.     Leipzig  Allgem.  Mus.  Zeitung  for  1840,  p.  245. — Tr. 


During  the  last  ten  years,  a  great  number  of  instrument- 
makers,  as  well  as  joiners,  have  commenced  making  guitars; 
so  that,  since  that  time,  I  have  entirely  relinquished  the 
business,  and  now  turn  over  any  orders  which  I  receive  to  my 
sons,  at  Jena  and  Halle,  who  are  much  occupied  in  that  way. 
The  use  of  covered  strings  for  the  D  and  G  is  a  small  im- 
provement of  my  own.  In  the  guitar,  as  brought  from  Naples, 
a  large  violin  third -string  was  used  for  the  D,  and  only  the 
A  was  covered. 

As  I  now  hope  to  be  more  serviceable  to  the  musical  world 
in  the  construction  and  repair  of  bow-instruments  [than  in 
the  manufacture  of  guitars^,  I  shall  henceforth  employ  mv 
time  in  that  manner. 
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CHAPTER  IV. 

OF    THE    REPAIR,    PRESERVATION,    AND    METHOD    OF  BRINGING 
OUT    THE    TONE    OF    INSTRUMENTS. 

I  will  now  state  tne  rules  necessary  to  be  observed  in 
endeavouring  to  improve  faulty  instruments  ;  which  reminds 
me  that  Herr  Schubert,  in  the  47th  number  of  the  Leipzig 
Musical  Gazette ,  for  1803,  promised  to  publish  a  work  on 
this  subject ;  but  1  know  not  whether  it  has  yet  appeared. 

The  manner  of  taking  off  the  belly  is  sufficiently  known  to 
all  practical  instrument  makers.  After  the  instrument  has  been 
taken  to  pieces,  the  back  and  belly  must  be  measured  with 
the  double  callipers,  to  ascertain  whether  both  have  corres- 
ponding proportions  of  thickness,  and  whether  the  breast  is 
the  thickest  part.  The  middle  of  the  back,  too,  of  an  equal 
breadth  with  the  bridge,  must  be  at  least  as  thick  as  the 
belly.  If  this  is  found  correct,  and  the  cheeks  are  but  a  little 
thinner,  and  if  the  back  and  belly  then  diminish  in  thickness 
down  to  the  edges,  until  they  are  only  half  the  strength  of 
the  breast  where  they  meet  the  sides  and  the  upper  and  lower 
end  blocks,  the  construction  is  mathematically  true  in  the 
most  important  respect.  But  should  any  defect  exist  in  the 
finishiug  of  the  instrument,  which  renders  the  tone  coarse,  or 
difficult  of  production,  the  fault  lies  in  the  bass-bar,  which, 
from  being  too  long,  obstructs  the  vibration  of  the  belly.* 

*  Wettengel  and  others  say  the  bass-bar  should  be  half  the  length 
of  the  belly,  and  equally  thick  throughout. — TV. 
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The  same  difficulty  in  bringing  out  the  tone  arises  it  the  bass- 
bar  is  placed  too  far  inwards,  instead  of  being  more  under 
the  foot  of  the  bridge  ;  as  it  does  not  then  receive  the  con- 
cussion direct  from  the  bridge,  but  first  from  the  wood  ad- 
joining, which  cannot  act  so  powerfully  upon  it.  Sometimes, 
notwithstanding  the  seeming  regularity  of  all  the  parts,  the 
entire  structure  is  too  weak.  Every  different  model,  whether 
higher  or  flatter,  requires  different  proportions  ;  and  it  is  in 
this  respect  that  faults  are  often  observable,  as  makers  in 
general  pay  no  attention  to  such  difference.*  But  the  Italian 
makers  and  Jacob  Steiner  thoroughly  understood  this  matter; 
on  which  account  their  instruments,  although  massively  and 
strongly  made,  still  possess  an  extremely  powerful  tone, 
which  arises  from  their  accurate  vibration.  Instruments 
which  have  been  finished  off  too  weak,  and  in  which  the 
thickness  of  the  back  and  belly  is  not  in  due  proportion  with 
the  model,  cannot  be  brought  into  a  good  state. 

The  bass-bar  must  be  placed  under  the  left  foot  of  the 
bridge,  with  its  upper  end  a  quarter  of  an  inch-  nearer  the 
middle  joint  [of  the  belly]  than  the  opposite  end  which  turns 
towards  the  cheeks,  so  as  immediately  to  throw  into  vibra- 
tion the  fibres  of  the  wood  in  the  belly  for  the  breadth  of 
half  an  inch.  This  is  the  position  of  it  in  all  good  instru- 
ments. A  violin  constructed  on  the  Cremonese  model,  and 
having  the  same  thickness  of  wood  as  those  instruments,  will 
admit  of  being  tuned  up  to  pitch  without  sinking  in,  even  in 
the  absence  of  the  bass-bar  and  sound -post  :  consequently 
these  pieces  are  not  inserted  for  the  purpose  of  strengthening 


*  According  to  Abele  (Die  Violine,  p.  96),  even  Statelmann  and 
Withalm  (so  highly  commended  by  Otto  for  their  copies  of  Steiueij, 
are  not  wholly  free  from  the  faults  here  alluded  to.  —  Tr. 


the  instniment,  but  for  promoting  the  vibration.  X\  h  much 
to  be  wished  that  some  intelligent  mathematician  would 
closely  investigate  the  origin  and  propagation  of  this  vibration, 
which,  to  the  best  of  my  knowledge,  has  not  yet  been  fully 
explained.* 

It  is  of  the  utmost  importance  that  the  bass -bar  benot-too 
long;  for,  otherwise,  it  checks  the  vibration,  and  renders  the 
tone  of  the  G-string  remarkably  weak,  as  compared  with 
the  rest,  all  of  which  are  deteriorated,  though  joot^  in  so 
great  a  degree.  But  the  chief  defect  occasioned  by  too  long 
a  bass -bar,  is  the  want  of  resonance  in  the  tone. 

On  many  instruments,  the  F  and  F  sharp  on  the  D-string 
are  quite  dull  and  throbbing  (pochend).  This  arises  from 
the  cheeks  being  worked  out,  according  to  a  false  theory,  to 
half  the  thickness  of  the  breast  ;  which  is  also  frequently 
done  after  the  whole  has  been  finished.  If  the  instrument 
be  a  valuable  one,  the  best  way  to  correct  this  fault  would 
be  to  veneer  it  carefully  with  old  wood  of  the  proper  kind  ; 
but,  in  the  case  of  a  violin  of  less  worth,  a  new  belly  would 
be  the  surest  remedy. 

If  the  wood  has  been  scraped  out  of  the  breast,  it  is  dis- 
covered by  the  defective  vibration  of  the  A-string,  on  which 
the  C  and  C  sharp  have  the  same  dull  tone  as  before  observed 
of  the  F  and  F  sharp  on  the  D-string.  This,  also,  can  only 
be  rectified  by  restoring  the^ue  thickness  ot  the  wood. 

*  Some  extremely  interesting  experiments  on  the  violin  have  been 
made  by  Felix  Sa\art.  See  L' Institut,  iere  Section  for  1840,  pp. 
55,  69,  91,  122 ;  or  a  German  translation,  lieber  den  Bau  der  Geige, 
Leipzig,  1844  :  also  No.  Ill  of  the  Appendix.  In  chap.  Ill  of  P. 
Davidson's  treatise,  The  Violin,  is  likewise  given  what  that  writer 
designates  a  "rough  translation"  of  Savart's  lectures  ;  a  statement 
much  more  accurate  than  some  others  he  has  made,  to  the  detriment 
of  his  book  which,  in  other  respects,  is  not  devoid  of  merit. — Tr. 
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Tbo  irregular  vibration«  are  most  clearly  distinguishable 
in  those  notes  which  have  no  relation  with  the  open  strings. 

The  veneering  such  violins  [with  old  wood]  demands  con- 
siderable skill,  and  in  particular  some  knowledge  of  chemistry, 
in  order  to  prepare  a  glue  which  may  not  be  affected  by  the 
dampness  of  the  atmosphere,*  otherwise  they  will  vary  in 
tone  as  often  as  the  weather  changes. 

I  must  now  point  out  a  fault  which  occurs  in  the  interior 
of  some  irregularly  constructed  violins,  which  is,  that  the 
parts  of  the  belly  resting  on  the  end  blocks  are  often  thicker 
than  the  breast.  This  construction  is  particularly  detrimental, 
as  it  checks  the  vibration  of  the  belly. 

If  an  instrument  has  been  injured  by  oil  or  any  kind  of 
grease  getting  inside,  it  must  be  taken  to  pieces  and  thoroughly 
cleaned,  which  can  be  done  by  chemical  means. 

I  now  proceed  to  notice  the  exterior  of  the  violin.  The 
neck  is  simply  glued  to  the  body — not  fastened  with  either  a 
nail  or  a  screw,  as  in  that  case  it  could  not  be  taken  off  with- 
out removing  the  belly.  If  the  neck  is  in  the  right  position, 
the  surface  of  the  finger-board  must  be  parallel  with  it :  for, 
if  the  finger-board  is  too  thick  next  to  the  body  of  the  instru- 
ment, the  difficulty  of  playing  will  be  increased,  particularly 
on  the  shift.  The  finger-board  is  best  when  made  of  solid 
ebony;  for  those  which  are  veneered,  and  require  to  be 
leveled  when  they  are  worn  down,  do  not  last  so  long.  A 
diligent  player  would,  perhaps,  find  this  leveling  necessary 

*  A  few  drops  of  creasote  in  a  pot  of  glue  will,  it  is  said,  prevent 
this.  A  waterproof  glue  may  also  be  prepared  thus  : — Immerse 
glue  in  cold  water,  until  it  has  become  perfectly  soft,  though  still 
retaining  its  original  form  ;  after  which  dissolve  it  in  common  raw 
linseed  oil,  aided  by  a  gentle  heat,  until  it  becomes  entirely  taken 
up  by  the  oil,  after  which  it  may  be  applied  in  the  same  way  as 
common  glue. — Tr. 

D 
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every  year.  The  rounding  of  the  finger-board  must  conform 
exactly  to  that  of  the  bridge  :  if  it  is  too  flat,  the  A  ana  D 
strings  will  be  too  far  from  it;  in  which  case  the  bow  is 
liable  to  touch  the  adjoining  strings  in  performing  passages 
of  high  notes  ;  and,  if  too  round,  then  the  E  and  G  strings 
will  be  found  too  far  from  it ;  which  fault  cannot  be  corrected 
by  making  the  bridge  rounder,  as  that  would  impede  rapidity 
in  playing.  As  regards  the  length  of  the  finger-board,  it 
should  extend  over  the  body  as  far  as  the  upper  corners  of 
the  semi-circular  parts.  The  nut  should  stand  as  high  above 
the  finger-board  as  the  thickness  of  a  small  pen  knife,  and 
have  the  strings  let  into  it  in  such  a  manner,  that  the  E  string 
may  be  about  as  far  from  the  finger-board  as  the  thickness 
of  a  playing-card,  and  the  other  strings  each  proportionately 
a  little  farther  from  it  ;#  for  the  E  string,  having  the  greatest 
tension,  consequently  yields  the  shortest  vibrations  ;  but  the 
others  [being  slacker]  may  more  easily  strike  against  the 
finger-board,  f  From  the  termination  of  the  neck,  the  under 
part  of  the  finger-board  must  be  hollowed  out  and  worked 
gradually  thinner  down  to  the  end.  This  does  not  injure  it, 
as  the  fixing  and  leveling  only  extend  to  the  end  of  the  neck. 
The  tail-piece  must  likewise  be  made  of  ebony,  and  it  is 
most  advisable  to  have  the  holes  and  slits  for  securing  the 
strings  rather  large  ;  but  the  distance  of  these  holes  must  be 


*  Welcker  von  Gontershausen  says  the  E  string  should  be  at  the 
distance  of  two-hundredths  of  an  inch,  and  the  G-string  of  three- 
hundredths  of  an  inch,  from '  the  finger-board.  See  p.  235  of  hia 
work  before  mentioned. —  Tr. 

+  To  afford  greater  space  for  the  vibration  of  the  G  string,  Spohr 
approves  of  the  finger-board  being  hollowed  out  under  it.  See  his 
Violin  School,  Part  I.,  Sec.  2.  Bernhard  Romberg  adopted  the 
same  form  of  finger-board  for  his  violoncello  under  the  O  string ; 
from  whom,  indeed,  Spohr  copied  it. — Tr. 
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so  adjusted,  that  the  strings,  in  approaching  the  bridge,  may 
be  separated  but  little  farther  from  each  other  ;  otherwise,  in 
tuning,  they  will  be  liable  to  draw  the  bridge  forwards.  The 
tail-piece  should  be  two  inches  distant  from  the  bridge,  and 
it  will  be  best  secured  to  the  button  by  a  loop  of  E  string, 
doubled  and  twisted.* 


*  The  late  celebrated  L.  Spohr  invented  a  very  peculiar  tail-piece, 
by  means  of  which  the  portions  of  the  strings  lying  between  it  and 
the  bridge  could  be  so  regulated  as  to  produce  certain  intervals  ; 
which  might  tend,  perhaps,  to  modify  little  inequalities  of  tone  in 
some  instruments,  or  prove  advantageous  in  other  respects.  The 
figures  5  to  10  will  serve  to  give  the  reader  a  clear  idea  of  this  con- 
trivance ;  Figs.  5,  9,  and  10  being  drawn  half  the  size,  and  the  other 
three  the  full  size  of  the  tail-piece. 

Fig.  5,  consisting  of  a  fore-part  A  and  a  hind -part  B,  is  formed  of 
a  single  piece  of  wood.  The  fore-part  is  perfectly  flat  at  the  top, 
but  is  worked  out  underneath,  to  the  extent  and  in  the  manner 
shown  in  the  section  of  the  tail-piece,  Fig.  9,  and  in  the  view  of  the 
front  end  of  it,  Fig.  10.  This  fore-part  has  four  long  openings  (as 
at  a,  a,  a,  a,  in  the  figure)  placed  at  a  suitable  distance  from  each 
other,  and  made  to  receive  the  like  number  of  little  pegs,  formed  as 
in  Fig.  7.  The  hind-part  B  of  Fig.  5,  which  is  semi-circular,  stands 
a  little  lower  than  the  fore-part  A,  and  has  its  upper  edge  rounded 
off,  as  shown  in  Fig.  9.  It  is  chiefly  remarkable  for  four  small  slits, 
b,  6,  b,  b  (extending  from  the  outside  towards  the  centre),  made  to 
receive  the  knots  of  the  strings,  and  for  a  little  nut,  c,  formed  of 
bone  or  brass,  which  is  let  into  the  middle  of  the  semi-circular  part 
B.  There  are  also  two  small  holes,  d,  d>  through  which  the  gut 
string  is  passed  which  connects  the  tail-piece  with  the  button. 
Four  other  small  holes  pass  obliquely  from  the  upper  to  the  under 
side  of  the  tail-piece,  as  shown  by  the  dotted  lines,  d,  Fig.  9. 

Figs.  7  and  8  are  front  and  side  views  of  the  little  pegs  which  are 
placed  in  the  openings,  a,  a,  a,  a,  of  Fig.  5,  and  press  on  the  strings 
beneath  the  fore-part  of  the  tail-piece,  as  shown  in  Fig.  9.  By 
moving  them  to  and  fro  in  their  respective  openings,  those  portions 
of  the  strings  between  them  and  the  bridge  are  lengthened  or 
shortened,  and  thus  the  different  intervals  are  obtained.  These 
pegs  consist  of  two  parts,  as  in  Fig.  6,  where  a  represents  the  knob, 
or  cap,  and  b  the  pin  which  is  firmly  glued  into  a  hole  in  the  middle 
of  it,  after  having  been  first  passed  through  one  of  the  openings,  a, 
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The  bridge  is  one  of  the  most  important  pieces,  and  must 
be  specially  adapted  to  the  instrument.*  The  best  wood  for 
it  is  the  spotted  maple,  which  must  neither  be  too  soft  nor 
too  hard.  The  grain  of  the  wood  should  run  in  the  direction 
of  the  breadth,  and  the  top  of  the  bridge  should  be  only  half 
as  thick  as  the  feet.  The  height  must  be  accurately  adjusted 
to  the  instrument ;  and  in  this  respect  it  may  be  seen  whether 
the  maker  possessed  a  scientific  or  merely  a  practical  know- 
ledge of  his  business  ;  for  the  position  of  the  bridge  will  be 
determined  accordingly. 

When  the  bridge  is  too  high  and  too  thick,  it  makes  the 
tone  dull,  and  difficult  to  be  produced ;  and,  when  too  low, 
the  tone  is  shrill  and  piercing,  and  deprived  of  all  power  and 
fulness.  If,  after  the  height  of  the  bridge  has  been  adjusted, 
the  finger-board  should  sink  down  a  little,  it  must  be  raised 
by  inserting  a  thin  slip  of  wood  underneath ;  or,  if  it  should 


Fig.  5,  from  the  under  side  ;  the  little  furrow,  c,  at  the  bottom  of 
the  peg,  is  intended  to  receive  the  string. 

From  the  section  Fig.  9  the  mode  of  attaching  the  strings  may  be 
seen.  After  tying  a  knot  in  the  string,  a,  it  is  drawn  into  one  of 
the  slits,  b  ;  then  carried  over  the  nut,  c,  and  passed  through  a  hole, 
d,  running  obliquely  from  the  upper  to  the  under  side  of  the  tail- 
piece. It  then  passes  into  the  furrow  of  the  little  peg,  e,  and  over 
the  bridge  in  the  usual  way. 

Fig.  10  gives  a  front-end  view  of  the  tail-piece,  with  the  four  pegs 
fitted  into  their  respective  openings. 

This  ingenious  invention  lias  been  but  little  used. — Tr. 

*  Besides  forming  a  support  for  the  strings,  it  serves  to  communi- 
cate the  vibration  from  them  to  the  body  of  the  instrument ;  as 
may  be  proved  by  substituting  for  it  a  bent  wire  in  the  form  of  a 
slur  ^""v,  just  long  enough  for  the  ends  to  rest  on  the  edges  of  the 
violin,  when  the  tone  will  be  found  to  be  considerably  weakened. 
The  application,  too,  of  the  mute,  as  is  well  known,  also  causes  a 
remarkable  subduing  of  the  tone,  by  so  tightly  clipping  the  bridge 
as  to  partly  check  its  vibration,  and  thus  in  some  degree  obstruct 
the  communication  above  mentioned. — Tr. 
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fall  considerably,  the  neck  must  be  set  back  ;  for  the  bridge., 
must  neverbe  lowered,  as  that  would  impair  the  tone  of  the 
instrumejit.  A  good  violin,  in  which  the  wood  has  not  been 
scraped  away,  requires  a  somewhat  higher  bridge,  as  the 
instrument  possesses  greater  strength  of  vibration.  It  is  true 
that  such  a  bridge  renders  all  defects  more  perceptible,  and 
generally  the  pressure  of  the  strings  is  greater  when  the 
bridge  is  higher.  Those  instruments  which  are  damaged 
and  faulty,  may  be  improved  in  some  degree  by  a  lower 
bridge ;  but  in  that  case  the  tone  certainly  loses  in  power.* 
The  sound-post  must  not  be  too  long,  otherwise  it  will 
raise  up  the  belly ;  nor  must  it  be  so  short  as  to  fall  down 
when  the  bridge  is  taken  off.  The  ends  of  the  sound-post 
should  fit  against  the  back  and  belly  with  the  greatest  exact- 
ness; for  on  this  the  excellence  of  the  tone  considerably 


*  In  the  1828  edition  of  his  work,  published  at  Jena,  our  author 
says  that  the  suitability  of  the  bridge  depends  more  on  its  weljht 
(consequent  on  its  thickness)  than  on  its  height ;  for  the  latter  regu- 
lates itself — at  least,  in  part — by  the  position  of  the  finger-board. 
He  then  describes  the  way  in  which  he  himself  proceeds  to  ascertain 
the  exact  weight  of  bridge  which  any  instrument  requires,  namely, 
by  making  six  little  pieces  of  wood  into  the  shape  of  one-third  part 
of  a  violin  mute,  and  of  the  respective  weights  of  2,  4,  6,  8,  10,  and 
12  grains.  These  he  tries  successively  on  any  bridge  which  he  finds 
unsuitable,  by  placing  them  between  the  D  and  A  strings,  until  the 
weight  thus  added  to  the  bridge  renders  the  tone  of  the  instrument 
satisfactory.  He  then  weighs  the  bridge  and  the  little  piece  of  wood 
together,  and  selects  a  new  bridge  of  a  weight  precisely  corresponding 
to  the  result,  and  which  shall  exactly  balance  the  old  one  and  the 
mute-shaped  little  block. 

Mackintosh,  in  accordance  with  his  theory,  says  : — "It  is  neces- 
sary that  the  timber  of  the  bridge  should  have  pores  proportionate 
to  those  of  the  violin  ;  and  to  prevent  this  being  left  to  chance,  it  is 
necessary  to  examine  the  wood  of  the  bridge,  and  not  put  it  on  the 
violin  unless  it  be  of  a  quality  suitable  to  that  of  which  the  violin 
'tself  is  composed." — Tr. 
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depends.  I  have  myself  remedied  many  glaring  defects  of  an 
instrument  by  means  of  a  correct  sound-post.  In  good 
instruments,  the  proper  place  for  the  sound-post  is  half  an 
inch  behind  the  right  foot  of  the  bridge  ;  but,  in  faulty  ones, 
it  may  be  placed  rather  nearer,  in  order  to  give  greater 
fulness,  and  to  improve  the  tone.* 

The  holes  for  the  pegs  should  not  be  made  too  conical. 
The  pegs  themselves,  the  best  of  which  are  made  of  box-wood 
or  ebony,  must  be  fitted  to  the  holes  with  a  file.  When  they 
have  worn  smooth  and  will  not  hold,  they  should  by  no  means 
be  rubbed  with  rosin,  chalk  being  much  better  for  tightening 
them.t 

The  foregoing  rules  are  also  mostly  applicable  to  tenors 


*  This  statement  of  the  author  is  supported  by  a  remark  of 
Welcker  von  Gontershausen,  who,  in  his  work  published  in  1855, 
p.  216,  says  that,  in  undamaged  violins,  the  position  of  the  sound- 
post  is  from  46  to  50  hundredth  parts  of  an  inch  behind  the  right 
foot  of  the  bridge.  For  some  important  remarks  on  the  bridge  and 
sound-post,  the  reader  is  recommended  to  consult  Spohr's  Violin 
School,  Parti.,  Sec.  2. 

A  few  years  ago,  hollow  glass  sound-posts  were  tried,  and  the 
results  announced  by  M.  Petizeau  to  the  Academy  of  Sciences  in 
Paris.  "By  this  device,"  it  is  said,  "very  ordinary  violins  may 
acquire  properties  of  sound  only  to  be  met  with  in  instruments  of 
the  first  order."  In  the  Leipzig  A  llgem.  Mus.  Zeitung  for  1811,  p.  75, 
a  German  instrument  maker  and  musician,  John  Anthony  Hansel, 
declares  that  numerous  experiments  and  close  comparisons  have  con- 
vinced him  that  "a  broad,  thin,  and  splinter-like  sound-post  is  far 
preferable  to  the  ordinary  round  form,"  although  extremely  difficult 
to  set  up,  and  requiring  the  greatest  accuracy  to  ensure  success. — TV. 

+  Several  mechanical  pegs  have  been  invented  for  the  purpose  of 
more  perfectly  resisting  the  tension  of  the  strings,  but  they  have  not 
met  with  much  favour  from  violinists  ;  perhaps  on  account  of  their 
expense  (or,  in  some  cases,  their  complexity),  as  a  new  set  of  wooden 
pegs  can  be  soon  fitted,  when  really  necessary,  at  a  very  trifling  cost. 
The  simplest  mechanical  contrivance  of  the  above  nature,  known  to 
the  editor,  consists  of  a  round-headed  screw,  which,  being  passed 
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and  violoncellos,  these  being  constructed  and  put  together  in 
the  same  way  as  violins.  Tenors  are  often  made  out  of  the 
so  called  Viole  a"  Amove ;  but  these  instruments,  from  their 
construction,  are  peculiar  for  a  soft  and  weak  tone.  Tenors 
which  are  made  out  of  Viole  di  Gamba  have  a  nasal  tone, 
like  a  violoncello,  and  are  therefore,  at  the  most,  only  useful 
for  quartetts.* 

Should  any  alteration  or  repair  be  required  when  no  ex- 
perienced workman  is  at  hand,  the  professor  or  amateur  will 
at  least  have  the  satisfaction  of  knowing  that,  by  scrupu- 
lously attending  to  the  previous  remarks,  his  instrument 
cannot  be  spoiled. 

It  is  much  to  be  regretted  that  all  violin -makers  are  not  like- 
wise good  players,  and  able  properly  to  try  their  instruments, 
instead  of  being  obliged  to  appeal  to  musicians  for  their 
opinion  of  their  workmanship  :  for  how  different  are  the 
tastes  of  musical  men,  and  by  what  prejudices  are  they 
biassed  !  One  considers  an  instrument  particularly  good  when 
it  has  been  worked  out  very  thin,  and  feels  light  in  the 


into  the  small  end  of  the  peg,  presses  a  little  plate  of  metal  firmly 
against  the  outside  of  the  peg-box  ;  the  peg  itself  being  first  cut  just 
below  the  level  of  the  outside  of  the  box  before  the  screw  is  inserted. 
— Tr. 

*  The  Viola  a" Amove  was  somewhat  larger  than  a  tenor,  and 
originally  mounted  with  twelve  or  fourteen  strings,  the  half  of 
which  were  of  metal,  and  passed  under  the  bridge  and  finger-board 
to  the  pegs.  These  were  so  placed  merely  to  augment  the  tone  by 
their  sympathetic  sound,  being  tuned  in  unison  with  the  gut  and 
covered  strings,  which  rested  on  the  bridge,  and  were  played  by  the 
bow.  Subsequently  these  metal  strings  were  discarded,  and,  in  the 
first  quarter  of  the  last  century,  Mattheson  states  that  the  instru- 
ment had  only  five  strings,  of  which  the  four  lower  were  covered. 

The  Viola  di  Gamba  was  nearly  as  large  as  a  violoncello.  It  was 
mounted  with  six,  and  sometimes  even  with  seven  strings,  and  had 
a  peculiarly  nasal  tone. — Tr. 
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baud  ;  whilst  this  is  really  the  greatest  fault  which  it  can 
possess.  Another  believes  that  an  instrument  is  improved 
in  tone  by  first  breaking  it  to  pieces  and  then  joining  it 
together  again  :*  but  this,  too,  is  false  ;  for  glue  is  only  a 
means  for  uniting  pieces  of  wood,  and  cannot  possibly 
augment  the  vibration.  It  may  be,  that  if  an  instrument  of 
faulty  construction  is  repaired  by  an  intelligent  maker,  its 
defects  are  corrected ;  in  which  case  it  is  doubtless  better 
than  it  was  before  :  for  a  good  instrument,  if  not  too  greatly 
damaged,  may  certainly  be  so  far  restored  by  the  hand  of  a 
skilful  workman  as  to  discover  no  sensible  loss  of  tone  ;  but 
assuredly  no  better  tone  can  be  produced  by  breaking  it  to 
pieces  and  then  glueing  it  together  again. 

Other  ridiculous  experiments  are  made  by  blockheads,  who 
torture  their  instruments  by  changing  the  bridge  and  sound- 
post  until  they  will  scarcely  sound  at  all.  Then  they  go  to 
an  instrument- maker,  who,  profiting  by  their  simpleness, 
pretends  that  their  instrument  is  too  weak  in  the  wood,  and 
proceeds  to  lay  on  pieces  where  none  are  at  all  necessary  : 
or  he  tells  them  that  the  bass-bar  is  too  weak  and  short.  It 
is  then  changed,  and  money  earned.  All  this,  however,  only 
satisfies  until  the  expenses  are  forgotten,  when  the  experi- 
ments with  the  bridge  and  sound-post  are  again  renewed, 
until  at  last  the  instrument  is  either  exchanged  or  thrown 
aside  as  worn  out  or  useless.  The  same  fate  would  befall  the 
concert-violins  of  Rode,  Kreutzer,  Spohr,  or  Möhser,  if  they 
had  the  misfortune  to  come  into  the  hands  of  such  gentry  : 
but  these  are  taken  better  care  of,  and  their  possessors,  who 
know  their  value,  prize  them  like  their  very  eye -sight. 

*  This  ridiculous  idea  was  conceived  by  Maupertuis.  See  his 
paper,  "  Sur  la  Forme  des  Instruments  de  Musique,"  in  the  Memoires 
de  l'Acad.  Roy.  des  Sciences,  1724,  pp.  215— 226.— 2V. 
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Persons  of  the  above  description  spoil  instruments  even 
worse  than  a  careless  repairer,  and  seriously  injure  both 
themselves  and  their  musical  friends.  About  half  a  year  ago 
[1817] ,  I  received  two  Tyrolese  violins  which  had  been  in 
such  a  musical  laboratory,  which  convinced  me  that  these 
gentlemen  were  emulating  the  alchymist,  who  desired  to 
convert  his  lead  into  gold,  but  obtained  only  ashes  for  his 
pains :  and  so  it  happened  with  their  instruments. 

Other  very  injurious  experiments  tried  on  violins  have 
come  under  my  notice,  such  as  covering  the  belly  with  a 
mixture  of  glue  and  powdered  glass  :  but  this,  instead  of 
answering  the  object  had  in  view,  only  tended  to  make  the 
instrument  worse.  This  injury,  however,  may  be  rectified. 
Another  and  irremediable  damage  has  been  done  to  violins 
by  a  late  pianoforte -maker  at  Halle ;  who,  conceiving  the 
idea  that  they  were  too  old,  and  that  the  wood  had  lost  all 
its  capability  of  producing  a  good  tone,  sought  to  restore  it 
by  dissolving  rosin  in  pine -oil  and  soaking  the  instruments 
therein,  which  utterly  ruined  them.  It  is  well  for  violins 
that  this  art  died  with  Herr  Weickert ;  at  least,  I  have  heard 
of  no  one  following  his  example. 

To  describe  other  equally  ridiculous  experiments  with 
varnish,  white  of  egg,  and  so  on,  in  order  to  close  the  pores 
of  the  wood — putting  cross-beams  on  the  back  and  belly — 
placing  the  sound-post  on  a  strong  cross-beam,  &c.  would  be 
foreign  to  my  purpose,  which  is  simply  to  caution  the 
public  against  the  pretended  improvements  of  such  men,  who 
are  destitute  of  sound  knowledge  in  respect  to  what  is  good 
or  bad  for  instruments.*     It  were  better  to  endure  patiently 

*  Some  of  the  more  recent  inventions  and  improvements  of  this 
stamp — or  vagaries,  as  Otto,  perhaps,  would  call  them— are  collected 
together  in  a  note  at  the  end  of  this  treatise,  pp.  50,  et  seq. — Tr. 
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a  slight  fault  in  a  good  instrument,  than  to  expose  it  to  a 
greater  injury. 

I  will  now  briefly  state  what  should  be  done  for  the  pre- 
servation of  an  instrument.  It  is  absolutely  requisite  that  a 
good  old  violin  should  be  kept  in  a  wooden  case,  lined  with 
woollen  cloth  or  flannel ;  as  the  too  great  heat  in  summer, 
and  the  sudden  changes  of  cold  and  heat  in  the  winter,  are 
prejudicial  to  it.  Too  great  a  heat  renders  the  wood  brittle 
and  the  tone  difficult  to  be  brought  out,  besides  drying  up 
the  strings,  so  that  no  delicate  sound  can  be  drawn  from 
them.  In  winter,  the  too  great  warmth  of  a  room  produces 
the  same  results.  When  an  instrument  is  removed  in  the 
winter  from  one  house  to  another,  without  a  case,  it  con- 
denses moisture,  on  being  brought  out  of  the  cold  into  a  warm 
room,  which  causes  dust  to  fasten  on  it,  both  inside  and  out, 
and  forms  a  crust,  which  can  only  be  got  off  with  Dutch 
rush.  Much  greater  damage  is  done  to  the  instrument  in 
summer,  when  left  out  of  its  case,  as  the  flies  crawl  in  at  the 
/-holes,  and  in  a  few  years  so  dirt  the  inside  of  the  back  and 
belly,  that  the  wood  feels  like  shagreen. 

The  instrument  should  be  kept  particularly  clean,  and  the 
rosin-dust  carefully  wiped  off  with  a  linen  cloth.  The  inside, 
too,  should  be  cleaned  every  half-year  with  a  handful  of 
barley,  made  rather  warm,  and  poured  in  at  the  /-holes. 
Then,  by  properly  shaking  the  instrument,  the  dust  will 
adhere  to  the  barley  and  come  out  with  it  through  the 
/-holes. 

In  order  to  preserve  the  strings  a  length  of  time  in  good 
and  sonorous  condition,  it  is  necessary  to  keep  a  small 
piece  of  taffeta,  moistened  with  almond-oil,  in  the  bladder 
containing  the  spare  strings,  and,  each  time  after  playing,  to 
rub  the  strings  with  it,  from  the  bridge  to  the  nut,  before 
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putting  the  instrument  away  in  the  case  ;  and  when  again 
wanted  for  use,  the  oil  should  be  wiped  off  with  a  fine  linen 
cloth,  particularly  at  the  place  where  the  bow  is  applied.  The 
advantages  resulting  from  this  plan  are — first,  that  the  strings, 
thereby  receiving  nourishment,  will  not  become  dry,  but 
always  retain  their  smoothness  of  tone  ;  and,  secondly,  they 
will  not  imbibe  the  moisture  which  exudes  from  the  fingers 
and  renders  the  strings  dirty  and  false,  so  that  they  produce 
a  grating  or  whistling  kind  of  sound  when  the  rosin  is 
freely  used  ;  all  which  will  be  obviated  by  the  method  here 
proposed. 

This  treatment  of  the  violin  was  adopted  by  the  concert- 
director,  Ernst,  under  whom  I  studied  music ;  and  on  my 
recommending  it  to  the  professors  and  amateurs  with  whom 
I  have  done  business,  it  has  met  with  their  unanimous  appro- 
val. It  is  especially  beneficial  to  the  G-string,  the  gut  of 
which  dries  up  during  the  heat  of  summer,  whatever  stretch- 
ing it  may  have  received  before  being  covered,  and  the  wire 
then  becomes  loose.  However,  by  the  means  here  named, 
this  is  prevented  ;  for  the  string  absorbs  a  little  of  the  oil, 
between  the  coils  of  the  wire,  so  that  it  does  not  get  quite 
dry. 

The  best  method  of  preserving  the  spare  strings  is  to 
moisten  them  with  almond-oil,  and  then  wrap  them  up  in  a 
piece  of  calf's  or  pig's  bladder,  and  enclose  them  in  a  tin  box. 

The  best  strings  which  I  have  ever  seen  are  those  from 
Milan,  which  are  sold^ under  the  name  of  Roman  strings,  and 
may  now  be  had  at  ^almost  every  music  shop.*     I  will  here 

*  The  Neapolitan  strings  are  now  in  high  repute  ;  and  those  made 
by  Savaresse,  of  Paris,  are  also  greatly  commended.  See  Gretschel's 
edition  of  Wettengel's  Lehrbuch  der  Geigen  und  Boaenmacherkunst 
(Weimar,  1869),  p.  211.— Tr. 
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mention  the  characteristics  of  the  best  strings  ;  for  at  Neu- 
kirch in  Voigtland,  in  Bohemia,  and  in  the  Tyrol,  some  are 
manufactured  which  are  falsely  sold  for  Italian.  The  Milanese 
strings  look  very  clear  and  transparent,  like  glass.  The 
third  string  should  be  quite  as  clear  as  the  first.  They  must 
by  no  means  feel  smooth,  for  they  are  not  polished  up  like 
those  of  other  manufactories.  Further,  if  a  good  string  be 
taken  between  the  fingers  and  bent  together,  it  will  return 
to  its  former  position  like  a  watch-spring.  Every  string 
should  look  like  a  strip  of  glass  on  the  finger-board;  as  those 
which  are  dull  and  opaque  are  good  for  nothing.  Another 
characteristic  of  the  Milanese  strings  is  each  being  tied  twice 
with  red  silk ;  which,  however,  the  Neukirch  string-makers 
have  also  imitated.  Their  elasticity  is,  however,  the  surest 
characteristic  :  for  all  other  strings  which  I  have  tried  are 
comparatively  weak  and  feeble.* 

The  quality  of  the  rosin  is  a  matter  to  which  the  player 
must  direct  special  attention  ;  hence  an  intimate  acquaintance 
with  it  is  by  no  means  superfluous.  The  brown  rosin  of 
commerce  is  unfit  for  a  good  violinist,  as  it  hangs  thick  on 
the  bow  and  strings,  and  occasions  a  rough  or  scratching 
tone.  This  caused  musicians,  about  forty  years  ago,  to  attempt 
at  refining  it,  which  they  thought  to  accomplish  by  boiling 
it  in  vinegar ;  but,  being  unacquainted  with  chemistry,  their 
experiments  were   fruitless.     Boiling  the  rosin  in  vinegar 

*  In  the  present  day  the  Acribelle  or  silk  strings  are  much  approved 
by  some  violinists,  as  they  are  said  to  be  very  durable,  almost  ten- 
sionless,  and  impervious  to  moisture — a  great  consideration  with 
those  who  have  a  warm  hand.  Gretschel  informs  us  (in  the  second 
edition  of  Wettengel's  Lehrbuch,  before  mentioned)  that,  at  a  recent 
exhibition  in  Paris,  violin  strings  were  shown  which  were  made  of 
human  hair  ;  but  these,  while  yielding  a  good  sound,  were  not  found 
to  be  durable.  —  Tr. 
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certainly  made  it  harder  ;  but,  as  it  became  incorporated  with 
the  vinegar,  it  acquired  an  opaque  yellow  colour,  and,  owing 
to  the  moisture  it  contained,  clung  to  the  bow  and  strings 
even  worse  than  before.  Had  they  known  how  to  make  it 
clear  and  transparent  again,  it  would  have  been  improved  ; 
but  in  that  state  it  was  not  so.  My  instructor  procured 
rosin  from  Prague,  which  looked  like  fine  transparent  amber, 
and  possessed  all  the  good  qualities  that  could  be  desired  in 
it.  In  the_first  place,  it  took  hold  [of  the  strings]  very  well, 
without  scratching ;  secondly,  it  did  not  lie  thick  upon  the 
strings,  but  dispersed  in^dust .;_-  and*_ thirdly,  it  kept  the  hair 
of  the  bow  very  white  and  beautiful. 

Having^almowledge  of  chemistry,  I  spent  both  time  and 
money,  thirty  years  ago,  in  endeavouring  to  imitate  this  rosin. 
However,  I  soon  attained  my  object,  and  have  since  been 
rewarded  for  my  labour,  by  the  great  quantity  I  have  sent 
to  the  musical  establishment  of  Dittmar  and  Gerstenberg,  in 
Russia,  without  reckoning  what  I  supplied  to  the  chapels  with 
which  I  did  business. 

As  some  of  my  readers  may,  perhaps,  be  inclined  to  try 
experiments  of  this  kind,  I  would  observe  that  the  basis  of 
the  common  rosin  is  too  coarse,  and  that,  in  order  to  obtain 
it  perfectly  good,  only  Venetian  turpentine  must  be  used.* 

*  After  a  perusal  of  these  remarks,  and  a  due  regard  to  the  amount 
of  chemical  knowledge  implied  in  them,  the  reader  may  feel  some- 
what astonished  at  the  summary  manner  in  which  the  subject  is 
treated  by  Maugin  {Manuel  du  Luthier,  p.  138).  "  Behold  the  secret 
which  is  nothing  : — Melt  some  common  rosin  in  a  new,  glazed, 
earthen  pot,  over  a  moderate  coal  fire  ;  and,  as  it  dissolves,  filter  it 
through  a  rather  coarse  new  linen  cloth  into  a  second  pot  of  the 
same  kind  as  the  other,  taking  care  to  keep  it  near  the  fire  ;  after- 
wards pour  the  rosin  into  little  rolls  of  paper,  or  make  it  up  into 
tablets  for  use." 

Otto  himself,  in    the  1828  edition  of  his  work,  says: — "Put  a 
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As  good  instruments  are  constantly  becoming  more  rare, 
it  is  necessary  to  think  of  some  compensation.  For  some 
time  past,  as  before  remarked,  I  have  been  hindered  from 
making  violins,  through  the  manufacture  of  guitars;  but 
now  having  four  sons  who  follow  this  business,  I  am  at 
length  enabled  to  resume  my  usual  occupation.  I  shall  there- 
fore be  happy,  with  the  assistance  of  my  sons,  to  undertake 
the  construction  of  violins  after  the  Cremonese  form,  and 
with  a  strict  observance  of  their  model,  a  point  which  is 
seldom  attended  to.  These  instruments,  as  well  as  tenors 
and  violoncellos,  shall  be  made,  according  to  the  principles 
of  mathematics  and  acoustics,  of  sonorous  Italian  wood,  and 
covered  with  amber  varnish,  like  [that  which]  the  old  makers 
used ;  as  the  wood  will  not  absorb  the  moisture  of  aquafortis 
and  spirit ;  besides,  it  possesses  greater  durability  than  spirit 
varnish,  and  is  therefore  in  all  respects  preferable  for  violins, 
&c. 

My  instruments  may  be  had  on  order,  either  quite  new, 
or  perfected  by  a  machine  for  bringing  out  the  tone,  of 


pound  of  Venetian  turpentine  into  a  new  earthen  pot,  add  some 
water  to  it,  and  then  let  it  boil  for  two  or  three  hours  over  a  slow 
fire.  As  the  turpentine  rises  to  the  surface,  cold  water  must  be 
kept  ready  to  pour  in  whenever  it  threatens  to  run  over  ;  and,  even 
if  no  such  tendency  appears,  water  must  be  added  from  time  to  time, 
otherwise  the  turpentine  will  be  boiled  too  much  and  become  burnt. 
The  sign  that  it  has  boiled  sufficiently  is,  when  a  drop,  which  has 
been  allowed  to  cool  on  a  plate,  rubs  clear  between  the  fingers,  with- 
out sticking.  When  it  is  so  far  ready,  pour  it  into  cold  water,  and 
work  it  well  through  the  hands,  so  as  to  express  the  water  which  it 
has  taken  up  in  boiling.  When  quite  cold,  break  it  into  little  pieces, 
and,  in  the  summer,  let  the  sun  extract  the  remaining  moisture,  until 
it  becomes  perfectly  transparent.  In  the  winter,  it  must  be  put  into 
a  porcelain  vessel  in  the  oven  ;  not  so  hot  as  to  fry  it,  but  only  so 
warm  that  the  water  contained  in  it  may  be  gently  evaporated.  In 
this  manner  beautiful  and  clear  rosin  is  obtained." — Tr. 
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which  a  further  account  will  appear  in  the  Musikalische 
Zeitung.* 

It  may  be  received  as  an  established  truth,  that  an  in- 
strument acquires  a  beautiful  and  mellow  tone,  not  by  age, 
but  by  constant  use.f 

I  have  some  ordinary-made  violins  which  had  been  used 
by  a  village  musician,  for  twenty  years  in  playing  dances, 
and,  being  in  a  damaged  condition,  I  purchased  them  at  a 
trifling  price.  Finding,  on  examination,  that  they  were 
strong  in  the  wood  throughout,  and  had  good  pine -wood 
bellies,  I  tried  what  could  be  made  of  them  by  a  proper 


*  If  the  author  here  alludes  to  the  Leipzig  Musikalische  Zeitung, 
no  account  of  his  machine  has  appeared  in  that  work. — Tr. 

t  Mackintosh  also  states  that  age  is  not  one  of  the  essentials  of  a 
good  violin  ;  "although,"  says  he,  "it  is  a  very  generally  received 
opinion  that  a  violin,  intrinsically  bad,  may  become  possessed  of  a 
first-rate  tone  when  it  can  boast  of  an  existence  of  at  least  half  a 
century  ;  but  such  is  not  the  fact.  And,  in  proof  of  the  assertion,  I 
may  here  observe  that  there  is  a  far  greater  number  of  old  violins  bad 
than  good."  And,  again,  he  says — "Age  is  not  necessary  to  con- 
stitute a  good  violin,  since  those  changes  in  the  wood,  so  essential 
to  tone,  which  hitherto  age  alone  has  been  acknowledged  to  bring 
about,  can  be  effected  previous  to  the  construction  of  the  instru- 
ment." He  likewise  supports  Otto's  views  in  reference  to  the  effect 
of  use,  by  remarking  that,  after  the  observance  of  all  the  rules  of 
construction,  violins  *  *  have  to  be  ultimately  perfected  by  the  influ- 
ence of  proper  playing."  The  fallacy  respecting  the  superlative 
merit  of  mere  age  has  likewise  been  noticed  by  M.  Fetis  in  his 
"  Rapport  sur  les  Instruments  de  Musique  dans  V Exposition  universelle 
de  Paris,  en  1855,"  p.  31.  Abele  and  Welcker  von  Gontershausen 
also  insist  on  the  absolute  necessity  of  constant  playing,  in  order  to 
perfect  the  tone  of  a  well-made  violin.  The  former  author  has  been 
alieady  quoted  on  this  point,  in  note  +,  p.  13.  The  latter  remarks 
thüt  age  is  only  beneficial  under  certain  conditions  ;  namely,  when 
the  instrument  is  diligently  and  skilfully  played  on,  when  strings  of 
uuvaiying  sizes  are  preserved,  and  when  these  are  always  kept  at  a 
uniformly  high  pitch.  But,  he  adds,  an  unplayed  violin  does  not 
iuu^ove. — Tr, 
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finishing  and  arrangement  (Aptirunp  K  and  obtained  a  violin 
which,  although  every  judge  knew  it  to  be  a  trade  instrument, 
was  not  inferior  in  tone  to  an  Italian  one  ;  and  for  which  the 
concert-director  at  Fulda  gave  me  forty  dollars.  This  led 
me  to  imagine  that  constant  vibration  shakes  the  resinous 
particles  out  of  the  wood,  thereby  rendering  it  more  porous 
and  better  adapted  for  producing  a  good  tone,  than  it  other- 
wise is.  I  therefore  made  the  experiment  with  the  continual 
sounding  of  two  notes  forming  an  interval  of  a  fifth,  to  ascer- 
tain whether  it  would  improve  them ;  and  in  the  course  of  an 
hour  I  found  they  weire  much  less  rough  and  metallic  in  tone, 
than  any  others  on  the  violin. 

Having  now  discovered  that,  by  sounding  two  notes  at  once 
with  a  powerful  stroke  of  the  bow,  greater  vibration  was  pro- 
duced in  the  instrument,  I  further  tried  it  by  fourths 
throughout  the  scale.  In  this  instance,  also,  every  note 
equally  experienced  the  desired  improvement,  and  the  keys 
of  A  flat  major  and  C  major  became  as  good  as  those  of  T> 
or  G  major.*     I  forbear  to  state  the  reason  of  this,  from  a 


*  The  Author  still  advocates  the  method  here  referred  to  for 
bringing  out  the  tone,  in  the  1828  edition  of  his  book ;  but  instead 
of  describing  the  machine  mentioned  at  p.  47,  he  says  :  "Whoever 
attempts  to  bring  out  the  tone  of  a  new  violin  in  this  way,  must 
first  provide  himself  with  a  rather  strong  bow  of  pear-tree  wood,  the 
head  and  nut  of  which  must  be  two  inches  high  from  the  stick,  and 
the  hair  be  screwed  rather  tighter  than  a  violoncello  bow.  He 
must  also  have  a  piece  of  silk  cord,  two  or  three  ells  long  and  as 
thick  as  a  violoncello  D  string.  After  stringing  the  violin  in  a  suit- 
able manner  and  tuning  it  to  concert  pitch,  he  must  stick  a  strip  of 
white  paper,  four  inches  long  and  one  broad,  on  the  finger-board, 
beginning  close  against  the  nut,  and  draw  lines  on  it  corresponding 
very  exactly  to  the  places  of  the  notes  B  flat,  B,  C,  C  sharp,  D,  and 
D  sharp  of  the  A  string.  The  violin  must  always  be  kept  strictly  to 
the  same  pitch,  which  must  be  tested  by  a  tumng  fork. " 

"  The  instrument  is  now  to  be  taken  between  the  knees,  and  tb* 
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6ense  of  duty  to  my  children,  and  shall  merely  notice  the 
progressive  changes  in  the  tone. 

When  a  new  violin  is  first  strung,  the  tone  is  clear,  har- 
monious, and  easily  produced  ;  but,  after  exercising  it  for 
eight  clays,  in  the  manner  described  above,  it  becomes  harsh, 
and  offensive  to  the  ear,  so  that  the  instrument  seems  as  if  it 
would  never  be  fit  to  be  heard  again  ;  (in  this  second  stage, 
perhaps  the  greatest  number  of  instruments  are  spoiled,  from 
the  want  of  patience  in  the  possessor,  by  scraping  out  the 
wood,  changing  the  bass-bar,  and  other  fancies ;  those,  also, 
which  are  too  weak  in  the  wood,  now  become  bad,  and  do 
not  improve  afterwards — they  never  reach  the  third  stage  :) 

bow  applied,  with  both  hands,  on  the  D  and  G  strings,  which  are  to 
be  sounded  together  for  a  quarter  of  an  hour  ;  and  then  proceed  in 
like  manner  with  the  other  open  strings.  In  this  way  all  the  other 
fifths  are  to  be  brought  out ;  in  order  to  do  which,  the  silk  cord  must 
be  used  as  an  artificial  nut,  by  passing  it  between  the  strings  and 
the  finger-board,  and  first  binding  it  precisely  over  the  stroke 
answering  to  B  flat.  The  fifths  A  flat  and  E  flat,  E  flat  and  B  flat, 
B  flat  and  F,  being  thus  prepared,  each  of  them  must  be  sounded 
for  a  quarter  of  an  hour,  as  before. " 

"The  cord  is  then  to  be  bound  a  semitone  higher,  and  the  sounding 
proceeded  with  until  the  fifths  C  sharp  and  G  sh  arp,  G  sharp  and  D  sharp, 
D  sharp  and  A  sharp  are  arrived  at,  when  all  the  semitones  occurring 
in  the  different  major  and  minor  keys  will  have  been  brought  out.'' 

"  By  this  method,  a  new  violin  can  be  so  improved,  in  two  or  three 
mouths' time,  as  to  produce  a  fine,  sweet,  and  powerful  tone — fit  for  con- 
cert use  ;  and  it  will  then  be  worth  twice  as  much  as  it  was  before. " 

In  order  to  ensure  the  most  complete  success  in  this  matter,  it  is 
obviously  requisite  to  exercise  the  utmost  care  in  selecting  the 
strings,  and  in  applying  them  to  the  instrument :  for,  as  nearly  all 
strings  are  somewhat  thinner  at  one  end  than  at  the  other,  unless 
the  thinner  ends  of  the  two  adjacent  strings  are  mounted  on  the  in- 
strument in  the  same  direction,  perfectly  true  fifths  are  unobtainable 
in  all  parallel  positions  on  the  finger-board.  To  assist  the  performer 
in  the  choice  of  perfectly  equal  strings  throughout  their  length,  an 
instrument  called  a  Phonoscope  was  made  some  years  ago,  by  König, 
of  Paris,  and  which  is  said  to  have  been  very  successful. — Tr. 


but,  by  persevering  in  the  practice  of  two  notes  together,  *!ia 
third  stage  is  gradually  attained ;  at  which  the  instrument, 
like  wax,  receives  every  impression,  and  the  tone,  having 
recovered  its  power  and  falnoss,  again  becomes  clear  and 
beautiful.  This,  however,  requires  three  months  to  effect : 
hence,  a  violin  so  exercised  cannot  be  afforded  under  thirty 
dollars,  nor  a  violoncello  under  fifty. 

I  have  now  only  to  state  that  I  reside  at  Halle,  where,  in 
conjunction  with  my  sons,  I  undertake  to  bring  out  the  tone 
of  instruments  in  the  way  above-mentioned.  Should  any  of 
my  kind  patrons  and  friends  require  to  write  to  me,  I  beg 
that  their  letters  may  be  addressed  to  Jacob  Augustus  Otto, 
at  Halle,  instrument-maker  to  the  University :  and,  in  con- 
clusion, I  desire  to  express  the  hope  that  the  present  little  work 
may  not  be  wholly  devoid  of  interest  to  the  musical  world.* 

*  As  an  instance  of  the  strange  freaks  that  have  been  played  with 
violins  (and  against  which  the  Author  has  so  strongly  declaimed),  it 
has  been  deemed  desirable  to  give  some  account  in  this  place  of 
sundry  novel  vagaries  ;  with  the  object  of  supplying  the  reader  with 
information  on  the  subject  of  violin  manufacture  down  to  the  present 
time,  rather  than  for  any  benefit  which  the  interesting  art  has 
derived  from  these  novelties  ! 

Of  freaks  relating  to  the  bass-bar,  the  following  have  come  under 
notice  : — 

1.  M.  Rambaux,  of  Paris,  exhibited  at  the  Exposition  Universelle, 
in  1855,  a  violin  with  two  bars :  one  fixed  in  the  usual  position  under 
the  belly  ;  the  other  glued  to  the  back,  and  having  the  sound-post 
placed  upon  it.  The  instrument,  although  originally  indifferent, 
was  by  this  means  so  much  improved  that,  according  to  the  testi- 
mony of  several  distinguished  performers,  it  yielded  a  free,  equal, 
and  powerful  tone.  It  also  possessed  a  remarkable  degree  of  sono- 
rity on  the  fourth  string  ;  a  feature  supposed  to  be  produced  by  the 
coincidence  of  the  energetic  vibrations  of  the  two  bars,  rendered 
normal  by  the  influence  of  the  sound-post.  For  instruments  con- 
structed according  to  the  admirable  principles  of  the  great  Italian 
makers,  the  addition  of  a  second  bar  was  deemed  altogether  unneces- 
sary ;  while  at  the  same  time  it  was  clearly  proved  that  those  of  a 
less  perfect  character  were  sensibly  ameliorated  thereby. — See  M. 
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Fetis's  "  Rapport  sur  les  Instruments  de  Musique  dans  V Exv^siMor*- 
universeile  de  Paris,  en  1855,"  p.  34. 

2.  In  the  French  Exhibition  of  1867,  M.  Miremont  showed  soma 
violins  with  a  second  bar  (for  which  he  took  out  a  patent),  extending 
from  the  top  and  bottom  blocks  inside.  This  was  found  to  be  the 
reminiscence  of  a  system  proposed  some  fifteen  years  previously  by 
an  American  maker,  named  below.  M.  Miremont,  it  appears,  did 
not  declare  his  secret  to  the  jury,  who  failed  to  perceive  the  results 
in  his  instruments  ! 

3.  Wm.  B.  Tilton's  (American)  Improvement,  introduced  into  this 
country  about  the  year  1852,  consisted  of  a  bar  placed  as  Mire- 
mont's  above  mentioned,  the  upper  and  under  surfaces  of  the  end 
blocks  to  which  it  was  fastened  being  sloped  inwards,  to  prevent 
contact  with  the  back  and  belly  of  the  violin,  so  as  to  leave  these 
parts  more  free  to  vibrate. 

4.  Dr.  Stone's  and  Mr.  Meeson's  elliptical  tension  bars.  This 
invention  was  brought  before  the  members  of  the  Musical  Association 
at  their  first  meeting  (Nov.,  1874),  and  is  thus  described  in  one  of 
the  notices  which  appeared  soon  afterwards  : — "  Four  strips  of  white 
deal,  curved  to  an  elliptical  figure,  pass  parallel,  from  end  to  end, 
on  the  inside  of  the  belly.  Thus  they  intercept  the  /-shaped  sound- 
holes,  and  remove  a  well-known  cause  of  weakness  and  a  break  in 
the  vibrating  body,"  &c.  It  is  further  said — "Dr.  Stone  asserted 
that,  by  the  adoption  of  this  process,  a  common  instrument  can  be 
made  nearly  equal  in  tone  to  an  old  Italian  fiddle  ! " 

Against  this  opinion  must  be  set  that  of  M.  G  allay,  who,  in  com- 
menting on  changes  made  in  the  barring  of  violins  up  to  the  time  of 
the  publication  of  his  work,  in  1869,  says  : — "  All  attempts  at  im- 
provement have  yielded  nothing  but  deception."  An  anecdote, 
also,  in  reference  to  Tilton's  Patent  Improvement,  may  likewise  here 
find  a  place.  Charles  Maucotel,  who  formerly  carried  on  the  busi- 
ness of  a  violin-maker  in  London,  having  heard  of  Tilton's  Improve- 
ment, obtained  one  of  the  violins  fitted  with  the  new  bar,  which  was 
examined  by  some  connoisseurs,  and  created  the  greatest  admiration. 
They  even  went  so  far,  as  the  Editor  is  informed,  to  rank  the  instru- 
ment equal  in  tone  to  that  of  some  old  Italian  violins  with  which  it 
was  compared.  In  their  exuberance  of  delight  at  so  wonderful  an 
achievement,  they  promised,  on  leaving,  to  bring  others  in  a  day  or 
two  to  see  the  novel  invention.  Maucotel,  however,  who  was  an 
adept  in  his  art,  believing  that  the  violin  would  sound  as  well  with- 
out the  precious  bar  as  with  it,  opened  the  instrument  after  the 
gentlemen  had  left,  took  out  the  bar,  and  again  adjusted  the  violin 
apparently  as  before.  On  the  return  of  the  gentlemen,  with  their 
friends,  the  "Patent  Improvement  "  violin  was  tried  and  re-tried, 
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with  the  same  admirable  result  a?  on  their  former  visit ;  wheta 
Maucotel — satisfied  as  to  the  correctness  of  his  own  views — declared 
to  them  the  bar  had  since  been  removed,  and  forthwith  he  submitted 
it  to  their  inspection.  A  retreat  was,  of  course,  soon  inevitable ; 
and  after  that  he  heard  no  more  of  Tilton's  Improvement  !  It  is  only 
necessary  to  add  that  the  identical  bar  which  Maucotel  thus  experi- 
mented upon  can  be  seen  at  Mr.  George  Chanot's,  in  Wardour  Street. 
Of  novel  forms  of  violins,  two  of  which  were  shown  in  the  Exhi- 
bition held  at  Munich,  in  1854,  the  so-called  Trumpet-violin  of  FercL 
Hell  (which  seems  to  have  been  patented  in  this  country,  in  the 
same  year,  by  W.  E.  Newton)  is  so  thoroughly  ridiculous,  that 
nothing  more  need  be  said  of  it  than  to  state  the  tube  of  a  trumpet 
was  coiled  up  inside,  with  the  bell  end  opening  (as  far  as  the  depth 
of  the  body  of  the  violin  permitted)  towards  the  button  of  the  tail- 
piece, and  the  smaller  end  of  the  tube  connected  with  the  mouth- 
piece passed  down  the  neck,  and  out  at  the  scroll.  Abele  says  that 
neither  the  tone  of  the  trumpet  nor  that  of  the  violin  was  bad. 

The  other  novelty  of  this  kind  in  the  same  Exhibition,  consisted 
of  a  string  quartett,  made  by  A.  Engleder,  of  Munich,  and  possessed 
the  following  peculiarity  of  form.  The  upper  half  of  each  instru- 
ment was  contracted,  and  passed  almost  perpendicularly  into  the 
curves,  wholly  omitting  the  upper  corners  ;  whilst  the  lower  half, 
also  omitting  the  corners,  was  expanded  nearly  in  a  proportionate 
degree  to  the  contraction  at  the  other  end,  so  that  the  outline 
iesembled  that  of  a  pear.  As  might  be  expected,  nothing  very 
favourable  could  be  reported  of  these  queer-shaped  instruments. 

In  the  London  International  Exhibition  of  1862,  Mr.  Hulskamp, 
of  New  York,  but  a  native  of  Westphalia,  showed  a  violin  which 
was  so  constructed  as  to  admit  of  a  regulated  tension  of  the  back 
and  belly.  This  was  effected  by  a  simple  mechanism  within  the 
instrument,  which  was  acted  on  by  a  key,  and  thus  (according  to  the 
Jurors'  Report),  the  tension  of  the  tables  could  be  readily  put  in 
harmony  with  the  strings  ;  so  doing  away  with  the  necessity  of 
giving  a  bulging  form  to  the  back  and  belly,  which  being  made 
quite  flat,  instruments  of  the  finest  quality  could,  it  was  stated,  be 
constructed  with  certainty  at  a  far  less  cost  than  usual.  Instead  of 
the  ordinary /-holes,  this  instrument  had  a  small  circular  opening  in 
the  belly,  between  the  bridge  and  the  end  of  the  finger-board.  One 
foot  of  the  bridge  rested  on  the  belly,  and  the  other  on  a  post, 
which  passed  through  the  belly  (but  without  touching  it)  and  stood 
on  a  rib  fastened  to  the  inside  of.  the  back.  The  names  of  Messrs. 
Joachim,  Laub,  and  Becker  are  mentioned  as  having  expressed 
favourable  opinions  on  this  new  invention ;  which,  however,  seems 
to  have  had  its  day,  like  other  novelties. 
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APPENDIX. 


No.  I. 

METHOD  OP   TRAtHNG    A    BEAUTIFUL    MODEL   FOR  A   VIOLIN,    BT 
MEANS    OF   A    GRADUATED    PERPENDICULAR    LINE.* 

After  having  prepared  the  wood  for  the  back  and  belly 
in  the  manner  stated  in  the  first  chapter  of  this  work,  and  in 
the  form  described  in  Fig.  1,  draw  a  perpendicular  line  down 
the  middle  of  the  flat  side  of  the  piece  intended  for  the  back, 
of  the  exact  length  required  for  the  body  of  the  instrument, 
and  divide  it  into  72  equal  parts,  as  shown  in  Fig.  4.  This 
must  be  done  with  the  greatest  accuracy,  for  on  it  depends 
the  correctness  of  the  whole. 


*  From  Wettengel's  Lehrbuch  der  Anfertigung  und  Reparatur 
aller  Galtungen  von  italienischen  und  deutschen  Geigen  (Ilmenau, 
1828),  which  has  been  preferred  to  a  somewhat  similar  method  by 
Bagatella,  on  account  of  its  greater  completeness,  &c.  The  original 
tract  of  Bagatella,  published  at  Padua,  in  1786,  being  difficult  to 
obtain,  those  who  wish  to  see  his  method  may  consult  the  German 
translation  of  J.  0.  H.  Schaum,  lieber  den  Bau  der  Violiner», 
Bratschen,  Violoncells  und  Violons  (Leipzig),  or  the  works  of 
Wettengel,  Gretschel,  Weicker  von  Gontershausen,  Zamminer,  or 
Abele,  mentioned  in  the  present  treatise.  The  method  put  forth  as 
Bagatella's  by  P.  Davidson  (see  The  Violin,  pp.  115  et  seq.)  is 
spurious,  although  given  as  genuine  by  Maugin,  in  his  Manuel  d& 
Liduer  (Paiis,  1834).— ZV. 
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Then  intersect  this  perpendicular  by  twenty  horizontal 
lines,  at  the  points  named  below : 

Line     1 — A   at  tho  point    8 

2— B 14 

— —    H_o  Ä X8 

4_D 20 

5— E 21| 

6— F 22 

7— G 23 

8— H 27 


9—1 28 

10— K 31 

11— L 33 

12- M 34 

13_N 37 

14_0 39 

15— P 40 

16— Q 44J 

17_r 48 

18_S 55 

19— T 56 

20— V 65 


This  being  done,  open  the  compasses  to  an  extent  of  9  parts 
01  the  perpendicular,  and  describe  the  two  arcs  a,  a,  from 
the  point  b.  Then  place  the  compasses  on  the  point  24,  and, 
opening  them  to  b,  draw  the  curve  a,  b,  a. 

Next,  set  off  two  parts  c,  on  each  side  of  the  perpendicular, 
on  the  horizontal  line  C.  Place  the  compasses  on  the  points 
c,  and,  opening  them  to  a,  draw  the  curves  d,  from  a  to  the 
horizontal  line  A. 

Now  set  off  one  part  e,  on  each  side  of  the  perpendicular, 
on  the  line  B.     Place  the  compasses  on  these  points,  and, 
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opening  them  to  the  line  A,  where  the  curve  d  ends,  draw  the 
curves/,  from  the  line  A  to  that  of  D.  This  completes  the 
draught  of  the  upper  portion  of  the  instrument. 

For  the  middle  or  narrow  portion,  proceed  thus  : — On  the 
horizontal  line  L,  set  off  11£  parts,  from  the  perpendicular 
to  g;  and  then  11  other  parts,  from  g  to  h;  from  which 
latter  point  draw  the  curve  i,  from  the  line  L  to  that  of  P. 

Next,  set  off  23f  parts  on  the  line  K,  from  the  perpendicular 
to  k ;  open  the  compasses  to  the  point  where  the  curve  i 
intersects  the  line  M,  and  draw  the  curve  I,  from  the  line  M 
to  that  of  H.  The  little  angle  formed  by  the  curves  I  and  i, 
between  the  lines  L  and  M,  must  be  worked  off  so  as  to  bring 
the  sides  into  the  proper  shape. 

The  lower  portion  is  obtained  as  follows  : — Open  the  com- 
passes 11  parts  and  describe  the  two  arcs  v>  v,  from  the 
point  rr.  Then  place  the  compasses  on  the  point  35,  and, 
opening  them  to  rr,  draw  the  curve,  v,  w,  v. 

Next,  set  off  six  parts  %,  on  each  side  of  the  perpendicular, 
on  the  line  S.  Place  the  compasses  on  the  point  x,  and, 
opening  them  to  v,  draw  the  curves  y>  from  v  to  the  line  V. 

Now  set  off  four  parts  z  on  each  side  of  the  perpendicular, 
on  the  line  T.  Place  the  compasses  on  these  points,  and, 
opening  them  to  the  line  V,  where  the  curve  y  ends,  draw 
the  curves  aay  from  the  line  V  to  that  of  R. 

For  the  upper  eorners,  set  off  24f  parts  on  the  line  G, 
from  the  perpendicular  to  o,  and,  placing  the  compasses  on 
this  point,  open  them  to  the  line  D,  where  the  curve/  ends, 
and  draw  the  curve  p,  from  the  line  D  to  that  of  P. 

Thon,  on  tho  line  I,  set  off  14f  parts,  from  the  perpen- 
dicular to  m.  Placo  tho  compasses  on  this  point,  and,  open- 
ing thorn  to  the  lino  H,  where  the  curve  I  ends,  draw  thö 
earvo  »,  from  the  line  H  to  *. 
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Now,  on  the  line  E,  set  off  22  parts,  from  the  perpendicular 
50  q.  Place  the  compasses  on  this  point,  and,  opening  them 
to  where  the  curve  p  meets  the  line  F,  draw  the  curve  r, 
from  the  last-named  line  to  s. 

Again,  place  the  compasses  on  the  point  20,  and  opening 
them  16^  parts,  mark  off  the  length  of  the  corners,  s,  s. 

For  the  lower  corners,  set  off  24  parts  on  the  line  Q, 
from  the  perpendicular  to  bb,  and,  placing  the  compasses  on 
this  point,  open  them  to  the  line  R,  where  the  curve  aa  ends, 
and  draw  the  curve  cc,  from  the  line  R  to  dd. 

Then,  on  the  line  N,  set  off  16£  parts,  from  the  perpen- 
dicular to  t.  Place  the  compasses  on  this  point,  and, 
opening  them  to  where  the  curve  i  meets  the  line  P,  draw 
the  curve  u,  from  the  last-named  line  to  dd. 

Lastly,  place  the  compasses  on  the  point  49,  and,  opening 
them  19|  parts,  mark  off  the  length  of  the  corners,  dd,  dd. 

This  completes  the  entire  model,  and  the  belly  can  now  be 
marked  from  this  pattern. 

To  obtain  the  proper  height  or  rise  for  the  back  and  belly, 
take  a  thin  piece  of  hard  wood,  of  about  two  fingers'  breadth, 
and  a  little  longer  than  the  violin,  and  mark  it  in  the  middle, 
at  the  point  A  (see  Fig.  2),  which  must  be  three-parts  of  the 
foregoing  scale  distant  from  the  edge,  shown  here  by  the 
dotted  line.  Then,  placing  a  large  pair  of  compasses  on  the 
point  A,  open  them  216  parts — or  three  times  the  length  of 
the  body  of  the  instrument — and  with  this  radius  describe 
the  arc  BAB,  which,  by  being  sawn  out,  will  serve  as  a  guide 
for  the  height  or  rise  required. 

Of  the  different  Degrees  of  thickness  of  the  Back  and  Belly. 

In  regard  to  the  back,  take  the  point  42  for  a  centre  and 
describe  two  circles,  the  first  with  a  radius  of  4-J  parts,  and 
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the  second  with  a  radius  of  12  parts,  as  shown  in  Fig.  4. 
Then  carefully  work  out  the  wood  comprised  within  the 
inner  circle,  until  the  back  is  reduced  precisely  to  one  part 
in  thickness.  From  the  first  circle  to  the  edge  of  the  second, 
the  thickness  must  very  gradually  diminish  to  two -thirds  of 
a  part;  and  from  thence  to  the  places  where  the  back 
joins  the  sides,  it  must  again  as  gradually  diminish  to  one 
half  of  a  part.* 

For  the  belly,  take  the  point  40  as  a  centre,  and  describe 
two  circles,  the  first  with  a  radius  of  4  parts,  and  the  second 
with  a  radius  of  8£  parts  (see  Fig.  3).  Work  out  the  wood 
comprised  within  the  inner  circle,  until  the  belly  is  there  left 
two-thirds  of  a  part  thick.  Then,  from  the  first  circle  to  the 
edge  of  the  second,  the  thickness  must  gradually  diminish  to 
one-half  of  a  part ;  and  from  thence  to  the  places  where  the 
belly  rests  on  the  sides,  it  must  again  diminish  to  one-third 
of  a  part.t 

Of  the  f -holes  or  Sound -holes. 

These  should  extend  from  the  point  32£  to  the  point  46^, 
as  in  Fig.  3.  The  centre  of  their  upper  round  holes  should 
fall  opposite  the  point  34,  and  that  of  their  lower,  opposite 
44*. 

The  radius  of  the  upper  round  holes  must  be  two-thirds 
of  a  part,  and  that  of  the  lower,  seven -eighths  of  a  part.  The 

*  The  small  semi-circular  piece,  described  in  Fig.  4  by  a  dotted 
line  »hove  the  point  6,  forms  part  of  the  back,  and  is  made  of  an 
equal  thickness.  It  serves  as  a  finish  to  that  end  of  the  neck  which 
joins  the  body  of  the  instrument,  to  which  it  is,  therefore,  shaped. 

+  Abele  says  that  Steiner  and  Jerome  Amati  worked  out  the 
thickness  of  the  wood,  not  in  a  circle,  but  in  the  form  of  an  ellipse, 
whose  longer  axis  was  in  the  direction  of  the  length  of  the  violin. 
(SeeZ>«€  Fio&ne,  pp.  131,  132.}—  Tr. 
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central  points  of  these  upper  holes  must  be  10  parts  distant 
from  each  other,  and  those  of  the  lower  holes,  25  parts 
distant. 

The  outer  notches  must  fall  opposite  the  point  39*,  and 
the  inner,  or  bridge  notches  opposite  the  point  40,  and  at 
the  distance  of  8  parts  from  it.  The/'s,  at  the  places  wheu 
these  notches  occur,  must  be  one  part  and  one-third  broad. 
The  other  particulars  as  to  the  shape  and  proportions  can  be 
gathered  from  Fig.  8. 

Of  the  Bass-ban 

The  bass-bar  must  be  36  parts  in  length,  one  part  and 
one-fifth  in  breadth,  and  two  parts  thick  in  the  centre, 
diminishing  to  two-thirds  of  a  part  at  each  end.  Its  place  is 
exactly  on  the  margin  of  the  inner  circle,  parallel  to  the 
graduated  line,*  and  at  the  distance  of  one-third  of  a  part 
from  the  upper  round  of  the  left /-hole,  with  its  centre  oppo- 
site the  point  40« 

Of  the  Bridge  and  Sound-post. 

The  diameter  of  the  sound -post  and  the  length  of  each 
foot  of  the  bridge  must  exactly  coincide  with  the  breadth  of 


*  So  say  Wettengel,  Maugin,  and  Bagatella  ;  but  Otto  {vide  ante, 
p.  31)  says  its  upper  end  must  incline  a  quarter  of  an  inch  nearer 
the  middle  joint  of  the  belly.  Abele  (Die  Violine,  p.  140)  relates 
an  anecdote  of  Stoss,  of  Vienna,  from  which  it  appears  that  he 
thought  it  a  matter  of  indifference  ;  but  auch  does  not  seem  to  have 
been  the  opinion  of  the  Cremonese  makers.  The  author  of  Lutho- 
monographie  (that  book  full  of  errors  !)  maintains  the  bar  should 
be  set  in  the  middle,  exactly  on  the  joint,  on  the  ground  of  sym- 
metry ;  by  which  he  supposes  uniformity  of  tone  will  be  obtained 
on  all  the  strings  !  This  position  of  the  bar  was  adopted  by  Savart 
in  his  trapezoid  violin,  and  by  Chanot  in  bis  guitar-shaped  instru- 
ment (see  pp.  73  and  74). — Tr. 
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the  bass-bar.  The  distance  between  the  inner  points  of  the 
feet  of  the  bridge  must  be  just  twice  as  great  as  that  of  the 
bass-bar  from  the  graduated  line.  It  must  be  set  up  in  such 
a  manner,  that  the  half  of  its  thickness  may  be  on  each  side 
of  an  imaginary  line  passing  from  the  inner  notches  of  the 
/-holes  through  the  point  40,  and  with  the  outer  points  of 
the  feet  at  the  same  distance  from  each/. 

The  thickness  of  the  upper  corners  of  the  bridge  must  be 
four-sevenths  of  a  part,  and  that  of  the  soles  of  the  feet 
four-fifths  of  a  part.  Its  extreme  height,  in  relation  to  the 
length  of  the  body  of  the  instrument,  must  be  as  16  to  193, 
for  violins  and  tenors  ;  and  as  65  to  492,  for  violoncellos 
and  double-basses. 

The  sound-post  must  be  11  \  parts  long,  and  placed,  as 
shown  in  Fig,  3,  in  a  line  with  the  right  foot  of  the  bridge, 
and  with  its  centre  opposite  the  point  42. 

Of  the  Sides,  Side-linings ,  Blocks,  and  Neck. 

The  sides,  which  are  placed  at  the  distance  of  five- 
elevenths  of  a  part  from  the  edges  of  the  back  and  belly, 
must  be  one-third  of  a  part  in  thickness.  Their  breadth, 
for  violins  and  tenors,  must  be  6J  parts  at  the  button, 
diminishing  gradually  to  6  parts  at  the  neck ;  but,  for 
violoncellos  and  double-basses,  12  parts  at  the  button, 
diminishing  gradually  to  11 J  parts  at  the  neck. 

The  side-linings  should  be  one-half  of  a  part  thick,  and 
about  a  part  and  a  half  broad. 

The  upper  block  must  be  10  parts  broad  and  4  thick,  and 
the  lower  block,  8  parts  broad  and  4  thick ;  their  depth 
should  conform  to  the  width  of  the  sides.  The  four  corner 
blocks,  too,  must  be  8  parts  broad,  and  shaped  as  in  Fig.  3, 
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whereby  the  interior  of  the  instrument  acquires  the  form  of 
a  guitar. 

The  length  of  the  neck  must  be  26  parts,  measuring  from 
the  body  of  the  instrument  to  the  nut. 

With  the  exceptions  above  stated,  the  present  description 
applies  equally  to  the  tenor,  violoncello,  and  double-bass. 


No.  IL 

FUBTHER  NOTICE  OF  THE  CREMONESE  MAKERS  AND 
SOME  OTHERS. 

The  author  having  mentioned  so  few  of  the  Cremonese 
makers  in  the  3rd  chapter  of  this  book,  a  brief  notice  of 
others,  extracted  from  the  highly  interesting  work  of  M. 
Fetis,  on  the  celebrated  Stradivarius,*  will  doubtless  be 
acceptable  to  the  reader. 

But  before  giving  particulars  of  the  Cremonese,  a  refer- 
ence must  be  made  to  the  earlier  school  of  Brescia,  which 
included  several  makers  of  excellence,  at  the  head  of  whom 
must  be  placed  : — 

Gaspar,  Gas  par  d  or  Gasparo  di  Solo,  so  named  from  his 
having  been  born  in  the  little  town  of  Salo,  on  the  lake 
Garda,  in  Lombardy.  He  worked  at  Brescia  from  1560  to 
1610,  and  was  particularly  renowned  for  his  viols,  bass- 
viols,  and  violoni,  or  double-bass  viols.     Some  violins  exist 


*  Antoine  Stradivari,  luthier  celebre:  pre'cdde'  de  Recherche* 
historiques  et  critiques  sur  Vorigine  et  les  transformations  des  instru- 
ments ä  archett  Paris,  1856  ;  a  translation  of  which,  by  the  editor, 
has  been  published  by  Messrs.  Cocks  and  Co* 
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of  his  make,  which  are  highly  distinguished  for  their  fine 
quality  of  tone. 

Giovanni  Paolo  Magini,  or  Maggini,  was  born  at  Brescia, 
and  worked  there  from  about  1590  to  1640.  He  is  particu- 
larly distinguished  for  his  violins,  which  are  of  a  large 
pattern  and  have  similar  dimensions  and  analogous  work- 
manship to  those  of  Gaspar  di  Salo,  whose  pupil  he  probably 
was.* 

Pietro  Santo  Magini,  another  maker  of  Brescia,  and 
probably  of  the  same  family  as  the  preceding,  worked  in  the 
seventeenth  century.  Although  he  made  violins,  he  is  chiefly 
celebrated  for  his  double  basses,  which  are  renowned  in  Italy 
as  the  best  instruments  of  this  class. 

Javietta  Budiani  and  Matteo  Bente,  of  the  school  of  Brescia, 
flourished  about  1580.  They  are  both  artists  of  merit,  though 
inferior  to  Giov.  P.  Magini.  The  instruments  of  Bente  are 
still  sought  for  by  those  who  form  collections. 

The  founder  of  the  great  school  of  Cremona,  and  head  of 
the  celebrated  Amati  family,  was  : — 

Andrew  (Andreas)  Amati,  who  descended  from  an  ancient 
family  of  Cremona.  The  exact  date  of  his  birth  is  unknown, 
but  it  must  have  been  during  the  first  twenty  years  of  the 
sixteenth  century.     He  probably  died  about  1580. 

Jerome  (Hyeronimus)  and  Anthony  (Antonius)  Amati 
were  the  sons  of  Andrew.  Anthony  was  born  at  Cremona, 
about  1550.  He  succeeded  his  father,  and  was  for  some 
time  in  partnership  with  his  brother  Jerome.  The  violins 
made  by  them  during  this  period  are  highly  esteemed.     On 

*  Antonio  Mariani,  of  Pesaro,  a  contemporary  of  Magini,  made 
violins  from  1570  to  about  1620 ;  but,  as  he  worked  at  random  and 
without  determinate  principles,  his  instruments  are  valueless,  and 
are  not  even  sought  for  as  objects  of  curiosity. — F6tis. 
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the  marriage  of  Jerome,  the  brothers  separated.  Anthony 
Amati  probably  died  in  1035,  as  none  of  his  instruments 
bear  a  later  date.     His  brother  Jerome  died  in  1638.* 

Among  the  pupils  of  Jerome  and  Anthony  Amati  wo  must 
notice  Gioacchino  or  Giofredo  Cappa,  who  flourished  at 
Cremona  in  1590.  In  1640  he  established  himself  at 
Piedmont,  and  there  founded  the  school  of  Saluzzio,  where 
the  reigning  prince  then  dwelt.  He  made  a  great  number 
of  instruments,  and  formed  good  pupils,  among  whom  are 
Acevo  and  Sapino,  whose  productions,  though  not  equal  to 
those  of  the  Amati  family,  are  still  esteemed.  The  best 
instruments  of  Cappa  are  his  violoncellos. 

Nicholas  (Nicholaus)  Amati,  the  son  of  Jerome,  and  the 
most  celebrated  of  all  the  makers  of  this  name,  was  born 
Sep.  3rd,  1596,  and  died  Aug.  12th,  1684,  at  the  age  of 
88  years,  according  to  the  registers  of  the  cathedral  of 
Cremona. 

Jerome  Amati,  the  son  of  the  preceding  Nicholas,  worked 

*  These  particulars,  as  before  observed,  are  drawn  from  the  work 
of  M.  Fetis.  However,  a  well-known  amateur,  the  late  Rev.  R.  F. 
El  win,  in  a  letter  addressed  to  the  editor  in  1848,  mentions  two 
violins  which  had  fallen  under  his  notice.  The  first  (then  belonging 
to  Dr.  Sommerville,  of  Stafford)  bore  the  following  label:  "Antonius 
et  Hyeronimus  F.  (ratres)  Amati,  Cremonenses,  et  Andrew  Fil  (ii).  F. 
1648."  The  second,  formerly  the  property  of  Wilhelm  Cramer, 
father  of  the  late  Francois  Cramer,  and,  in  1848,  in  the  possession 
of  Mr.  George  Vyall,  of  Norwich,  had  a  similar  label,  except  that 
the  date  was  1691.  Mr.  El  win  likewise  quotes  two  other  instru- 
ments, and  gives  the  names  of  their  possessors,  from  which  it  would 
appear  that  both  Anthony  and  Jerome  had  each  a  son  named 
Nicholas.  The  labels  stand  thus  :  "Nicholaus  Amatus  Cremonen: 
Hyeronimi  ßlius,  et  Antonii  Nepos.  Fecit  1679;"  and  "Nicholaus 
Amatus,  Antonii  ßlius,  ac  Hyeronimi  Nepos,  in  Cremona.  1644." 
Again,  he  mentions  another  with  a  label  precisely  similar  to  the 
last,  but  dated  1665.  All  these  instruments  he  believed  to  bi 
genuine  ;  but  query  ? — TV. 
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with  and  succeeded  his  father.  He  was  born  Feb.  26th,  1649, 
and  was  the  last  violin  makor  of  the  Amati  family. 

The  pupils  formed  by  Nicholas  Amati,  are :  His  son, 
Jerome,  Andrew  Guarnerius,  Paolo  Grancino  (who  settled  at 
Milan,  and  worked  from  1865  to  1690),  and  the  illustrious 
Antonio  Stradivari  or  Stradivarius,  of  Cremona. 

The  following  makers  are  generally  considered  as  belonging 

to  the  school  of  Amati,  either  because  they  worked  under 

Jerome,  the  son  of  Nicholas,  or  because  they  were  formed 

by  the  pupils  of  this  school,  and  followed  the  traditions  of  it 

with  more  or  less  exactness. 

Flourished. 
Joseph  Guarnerius,  son  of  Andrew,  of 

Cremona from  1680  to  1710 

Florinus  Florentus,  of  Bologna from  1685  to  1715 

Francis  Rugger,  or  Ruggieri,*  surnamed 

il  Per,  of  Cremona from  1670  to  1720 

Peter  Guarnerius,  brother  of  Joseph,  and 

second  son  of  Andrew   from  1690  to  1720 

John  Grancino,  son  of  Paolo,  of  Milan...  from  1696  to  1720 
John  Baptist  Grancino,  brother  of  John, 

of  Milan from  1690  to  1700 

Alexander  Mezzadie,  of  Ferrara    from  1690  to  1720 

Dominicelli,  of  Ferrara from  1695  to  1715 

Vincent  Rugger,  of  Cremona    ...    from  1700  to  1730 

John  Baptist  Rugger,  of  Brescia  from  1700  to  1725 

Peter  James  Rugger,  of  Brescia    from  1700  to  1720 

Gaetano  Pasta,  of  Brescia . ...  from  1710  to 

Domenico  Pasta,  of  Brescia  from  1710  to 

Francis  Grancino,  son  of  John,  and  grand- 
son of  Paolo,  of  Milan   from  1710  to  1746 


#  This  name  is  sometimes  spelt  Ruggerio — 7r. 
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Peter  Guarnerius,  son  of  Joseph,  and 

grandson  of  Andrew,  of  Cremona...  from  1725  to  1740 
Santo  Serafino,  of  Venice from  1730  to  1745 

Anthony  (Antonio)  Stradivari  or  Stradivarius*  was  born 
in  1644.  His  early  violins  were  made  like  those  of  his  mas- 
ter, Nicholas  Amati,  and  signed  with  his  name.  In  1670  he 
first  began  to  sign  his  instruments  with  his  own  name. 
During  the  following  twenty  years,  to  1690,  he  only  produced 
a  few.  The  year  1690  was  one  of  transition  in  his  career, 
but  still  he  preserved  the  traditions  of  the  Amati  school,  and 
his  violins  of  this  period  are  commonly  called  Stradivarius- 
Amatis.  His  finest  instruments  were  constructed  from  1700 
to  1725  ;  during  the  subsequent  five  years,  to  1730,  the 
workmanship  of  them  is  not  of  so  high  an  order ;  and  in  1730, 
or  even  a  little  earlier,  the  impress  of  Stradivarius  is  almost 
entirely  lost.  The  instruments  were  then  evidently  made  by 
less  able  hands  ;  many,  however,  were  signed  by  him  as 
having  been  made  under  his  direction,  "sub  disciplina 
Stradivarii"  In  others  we  recognize  the  hand  of  Canlo 
Bergonzi,  and  of  the  sons  of  Stradivarius — Omobono  and 
Francesco. 

After  the  death  of  Stradivarius,  the  instruments  remain- 
ing unfinished  in  his  workshop  were  completed  by  his  sons. 
The  greater  number  of  them  bear  his  name  ;  and  hence  the 
uncertainty  and  confusion  in  regard  to  the  productions  of 
the  last  period. 

Stradivarius  made  but  few  tenors,  and  all  of  a  large  form. 
He  made  a  greater  number  of  violoncellos,  which  are  of  two 


*  This  is  the  correct  Italian  or  Latin  orthography,  of  which 
Straduariiw,  as  used  by  the  author  of  this  work,  is  evidently  a 
corruption.  —  Tr. 
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dimensions  :  one  large,  which  were  formerly  called  basses . 
the  other  smaller,  and  properly  called  violoncellos.  These 
instruments  are  greatly  superior  to  all  others  of  this  class. 

The  discovery  of  a  violin,  of  the  date  of  1736,  and  in 
which  Stradivarius  has  stated  his  age,  proves  that  he 
finished  the  instrument  when  he  was  92  years  old  !  He 
had  prepared  his  tomb  in  1729 ;  but,  strange  to  say,  neither 
the  remains  of  himself  nor  those  of  his  children,  were 
deposited  therein.  He  was  buried  Dec.  19th,  1787,  and 
therefore  probably  died  on  the  17th  or  18th  of  the  S9'*ae 
month.  His  family  consisted  of  three  sons  and  one 
daughter ;  of  whom,  two  of  the  former  worked  in  their 
father's  shop  until  his  death. 

At  the  head  of  the  best  pupils  of  Stradivarius  must  be 
placed  Joseph  Guarnerius  and  Carlo  Bergonzl.  The  latter 
was  the  more  exact  imitator  of  his  master,  and  made  excel» 
lent  instruments.  Francesco  Stradivarius  also  made  good 
violins,  which,  from  about  1725  to  1740,  bear  his  name ; 
other  productions,  achieved  in  conjunction  with  his  brother 
Omobonoy  bear  the  inscription  "  Sotto  la  discipliua  d'A. 
Stradivarius,  Cremona' ' 

Omobono  Stradivarius  occupied  himself  more  particularly 
with  the  repair  and  fitting  up  of  instruments,  than  with  their 
manufacture.  He  died  in  the  beginning  of  June,  1742,  and 
was  buried  on  the  9th.  His  brother  Francis  only  survived 
him  eleven  months,  as  he  was  interred  on  the  18th  of  May, 
1748.     Both  rest  in  the  same  tomb  with  their  father. 

The  other  immediate  pupils  of  Stradivarius  are : — Michaec 
Anaelo  Bergonzi,  of  Cremona ;  Laurence  Guadamini,  n£ 
cremoDÄ  ;  Franc*  Gobeiu,  of  Venice  ;  Alexander  Galiano^ 


This  njumr,  2*  CLC^&ily  written  <Jagiiano. — 1*. 
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of  Naples.     They  are  ranged  in  the  following  chronological 
order,  accoiding  to  their  productions  : — 

1st.  Francincus  Gobettns,  Venetiis  1690  to  1720 

2nd.  Alexander  Gaiianas,  Neapoli 1695  to  1725 

3rd.  Lorenzo  Guadagnini,  Cremonse 1695  to  1740 

4th,  Homobonus  Stradivarius  )     sub  disciplina   )       1700  to 
5th.  Franciscus  Stradivarius    )    A.  Stradivarii    f  1725 

6th.  Homobonus  Stradivarius,  Cremon»  1725  to  1740 

7th.  Franciscus  Stradivarius,  Cremonee 1725  to  1730* 

8th.  Carlo  Bergonzi,  Cremonse 1720  to  1750 

9th.  Michael  Angelo  Bergonzi,  Cremonae 1725  to  1750 

Of  the  Italian  violin  makers  of  the  third  rank,  some  have 
been  raised  in  the  Amati  school,  and  others  have  been  formed 
by  the  immediate  pupils  of  Ant.  Stradivari.  They  may  be 
ranged  in  the  following  chronological  order  : — 

Pietro  della  Costa,  of  Trevisa 1660  to  1680 

Michael  Angelo  Garani,  of  Bologna  1685  to  1715 

David  Techier,  of  Borne 1690  to  1785 

Carlo  Giuseppe  Testore,  of  Milan 1690  to  1700 

Carlo  Antonio  Testore,  of  Milan    1700  to  1730 

Paolo  Antonio  Testore,  of  Milan    1710  to  1745 

Nicolo  Galiano,  of  Naples  1700  to  1740 

Gennaro  Galiano,  of  Naples  1710  to  1750 

Spiritus  Sursano,  of  Coni  (Cuneo) 1714  to  1720 

Tomaso  Balestiere,  of  Mantua   1720  to  1750 

Ferdinando  Galiano,  son  of  Nicolo,  of  Naples    1740  to  1780 
Giovanni  Battista  Guadagnini,  of  Piacenza  ...  1755  to  1785 

Carlo  Landolfi,  of  Milan    1750  to  1760 

Alessandro  Zanti,  of  Mantua 1770 

JLiaurentius  Sturionus  (Storioni),  of  Cremona      1780  to  1795 


•  This  sewua  to  be  a  typographical  error.     It  should  evidently  be 
1740,  from  ^nat  is  stated  at  p.  67.— 'IV. 
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Som«  violin  makers,  born  in  foreign  countries,  have  been 
formed  in  Italy  in  the  school  of  Amati,  or  in  that  of  Ant. 
Stradivari.  At  the  head  of  these  must  be  placed  Jacob 
Stainer,  the  founder  of  the  Tyrolese  school,  who  worked 
during  his  youth  at  Cremona,  under  Nicholas  Amati.*  The 
genuine  instruments  of  this  maker  have  been  classed  into 
three  epochs.  To  the  first  belong  the  violins  dated  from 
Cremona,  all  of  which  have  written  labels,  signed  with  the 
hand  of  Stainer  :  these  are  of  the  greatest  rarity.  So  much 
obscurity  reigns  over  the  second  epoch  of  Stainer's  career, 
that  we  can  only  say  he  lived  and  laboured  at  Absom  (his 
native  place)  from  1650  to  1667.  It  is  said  that  he  was  here 
assisted  by  his  brother,  Mark  Stainer,  who  was  a  monk. 
According  to  tradition,  Stainer  retired  to  a  Benedictine  con- 
vent, after  the  death  of  his  wife,  and  there  ended  his  days. 
In  this  seclusion,  he  determined  on  closing  his  career  by 
the  manufacture  of  twelve  violins  of  superior  finish,  which 
he  sent  to  the  twelve  Electors  of  the  empire.  M.  Fetis  saw 
one  of  these  instruments,  in  1817,  and  speaks  most  highly 
both  of  its  quality  of  tone  and  varnish. 

Matthias  Albania  who  sprang  from  the  school  of  Stainer, 
was  born  at  Botzen  or  Bolzano,  in  the  Italian  Tyrol,  and 
died  at  the  same  place  in  1678.  His  son,  also  named 
Matthias,  was  born  at  Botzen  in  the  middle  of  the  seventeenth 
century.  After  learning  his  trade  from  his  father,  he  worked 
in  the  Cremonese  manufactories,  and  made  many  instru- 
ments which  bave  been  esteemed  nearly  equal  to  the  Amati 
violins. 

*  P.  Davidson  (see  The  Violin,  p.  141)  says  Stainer  was  first  a 
pupil  of  Anthony  and  afterwards  of  Nicholas  Amati.  Luthojnono- 
graphie  (p.  58)  denies  this  in  toto,  and  says  that  he  was  a  pupil  of 
AWani !  The  reader  can  place  what  reliance  he  thinks  proper  ou 
these  statements. — Tr 

r  2 
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Tbere  was  another  Albani,  who  workod  in  Sicily,  during 
the  first  half  of  the  seventeenth  century.  Nothing  is  known 
of  his  life,  nor  is  his  Chrisüaa  name  given  in  the  violin  quoted 
by  Fetis. 

Matthias  Klotz,  a  Tyrolean  maker,  was  the  best  pupil  of 
Stainer.  He  worked  from  1670  to  1696.  Other  instruments 
of  later  date,  bearing  the  same  name,  are  believed  to  have 
been  made  by  his  sons  ;  who  did  not  set  their  own  names  to 
the  violins  and  tenors  which  they  made  until  the  death  of 
their  father.  The  names  of  his  sons  were  George,  Sebastian, 
and  Egitia. 

Among  the  foreigners  to  Italy  who  worked  under  Ant. 
Stradivari,  we  remark — 

Medard,  who  made  violins,  first  at  Paris  and  afterwards 
at  Nancy,  from  1680  to  1720. 

Ambrose  Decombre,  of  Tournay,  who,  in  returning  to  his 
country,  worked  from  1700  to  1735,  and  whose  basses  are 
much  esteemed. 

Francis  Lupot,  of  Stutgard,  who  worked  there  from  1725 
to  1750.  He  was  the  father  of  him  of  the  same  name  who 
established  himself  in  Paris  in  the  second  half  of  the 
eighteenth  century.* 
Hi^0  s  John  Vuillaume,  of  Mirecourt,  who  made  good  instru- 
ments from  1700  to  1740. 

We  now  come  to  mention  the  family  of  Guarneri  or 
Guarnerius,  which  furnished  several  distinguished  makers 
of  violins.     The  head  of  the  family  was  : — 

Andrew  Guarnerius,  born  at  Cremona  in  the  first  part  of 


*  And  to  whom  the  Abbe  Sibire  was  indebted  for  the  greater 
portion  of  his  work,  entitled    La  CMlonomie,  ou  le  par/ait  Luthier 
Paris,  1806.— Tr. 
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the  seventeenth  century.  He  was  one  of  the  first  pupils 
of  Nicholas  Amati,  and  worked  from  1650  to  about  1695. 
His  instruments  rank  in  commerce  among  those  of  the 
second  class. 

Joseph  Guarnerius  is  generally  considered  the  eldest  son 
of  Andrew,  and  is  said  to  have  been  brought  up  under  his 
father.  He  worked  from  1690  to  1780.  He  did  not  follow 
Andrew's  model ;  but  first  imitated  Stradivarius,  and  after- 
wards his  cousin,  who  was  named  Joseph,  like  himself. 
His  instruments  are  of  good  quality,  and  esteemed. 

Peter  Guarnerius,  the  second  son  of  Andrew,  worked  from 
1690  to  1725.  His  first  productions  are  dated  Cremona ; 
but  later  he  settled  at  Mantua. 

There  was  another  Peter  Guarnerius,  the  son  of  Joseph, 
and  grandson  of  Andrew.  He  made  violins  and  basses  at 
Cremona  from  1725  to  1740. 

Joseph    Anthony     Guarnerius    (called    "  del   Jesu"    on 

t 
account  of  the  initials  I.  H.  S.  which  occur  on  the  labels  of 
his  instruments)  was  the  nephew  of  Andrew,  and  the  most 
renowned  of  all  those  bearing  his  name.  He  was  born  at 
Cremona,  June  8th,  1683,  became  a  pupil  of  Ant.  Stradi- 
varius, and  worked  at  Cremona  from  1725  to  1745.  His 
early  instruments  are  not  much  esteemed,  but  those  which 
followed  a  few  years  later  are  highly  prized,  especially  those 
which  are  of  a  large  model,  and  which  are  considered  equal 
in  merit  to  those  of  his  celebrated  master. 

In  the  latter  part  of  his  life,  he  produced  instruments 
altogether  inferior  to  those  which  have  caused  his  name  to 
be  so  highly  regarded.  This  has  been  attributed  to  his  idle 
and  dissolute  habits,  and  to  his  having  been  imprisoned 
during  several  years  for  some  cause  stili  unknown.     While 
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in  confinement,  it  is  stated  that  the  daughter  of  the  gaoler 
procured  hiin  wood  and  some  wretched  tools,  and  that  she 
assisted  him  in  his  work.  The  girl  also  purchased  varnish 
for  him,  sometimes  from  one  maker  and  sometimes  from 
another,  and  sold  the  instruments  at  a  low  price,  in  order 
to  procure  him  some  relief  in  his  misery.  If  all  this  be 
true,  it  accounts  for  the  great  change  in  the  merits  of  his 
instruments,  compared  with  those  which  he  had  before 
made. 

Some  of  the  Italians  have  imitated  this  maker,  particularly 
Paul  Anthony  Testore,  of  Milan  ;  Charles  Ferdinand  Landolft, 
of  Milan ;  and  Laurence  Storioni,  of  Cremona.  All  their 
instruments,  however,  rank  among  those  of  the  third  class.* 


No.  in. 


80MK   ACCOUNT    OF    THE    EXPERIMENTS    MADE    BY    THE    LATE 

FELIX  SA  VART. 

i  j  *- 1^"1   *> ■ ■ 

(Born,  June,  30,  1791.     Died,  March,  1841.) 

The  highly  important  character  of  the  acoustical  investi- 
gations of  M.  Savart,  relative  to  the  structure  of  bow- 
instruments,  cannot  fail  to  interest  all  those  who  desire  to 


*  In  M.  Gallay's  work,  Les  Luthiers  Italiennes  aux  17e  et  18e 
Si&cles  (Paris,  1869),  Carlo  Bergonzi  and  Doinenico  Montagnana  are 
mentioned  as  immediate  pupils  of  Joseph  Guarnerius.  Carlo  Ber- 
gonzi is,  however,  usually  held  to  be  a  pupil  of  Stradivarius  (see 
ante,  p.  67).  Montagnana,  who  worked  at  Cremona  and  Venice 
from  1700  to  1740,  has  left  instruments  of  a  very  high  order ;  his 
basses,  in  particular,  being  excellent. — 2V. 
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become  acquainted  with  the  causes — so  far  as  they  have 
yet  been  ascertained — which  tend  to  render  some  violins 
(and  chiefly  those  of  the  renowned  Italian  makers)  so  greatly 
superior  to  others.  It  must,  however,  be  remembered  that, 
in  all  scientific  researches,  and  specially  in  those  of  such 
extreme  d^Hcacy  as  are  connected  with  the  phenomena  of 
sound,  absolute  certainty  in  the  deductions  drawn  from 
experiments  is  not,  or  at  least  ought  not  to  be,  professed : 
for  the  wisest  philosophers  may,  and  often  do,  find  it  neces- 
sary to  relinquish  former  opinions — though  apparently  well- 
founded — and  to  adopt  others  which  subsequent  investiga- 
tions prove  to  be  more  correct. 

And  so  it  was  with  M.  Savart,  whose  early  researches,  in 
1817,  led  him  to  conclude  that  the  violin  would  be  improved 
by  taking  the  form  of  a  trapezoid  ;•  in  pursuance  of  which 
idea,  he  himself  made  an  instrument,  differing  from  the 
ordinary  shape  of  the  violin  in  the  following  particulars!  : — 
1st,  the  back  and  belly  were  flat,  and  narrower  at  the  end 
which  joined  the  neck,  than  at  the  other  on  which  the  chin 
rested ;  2ndly,  the  bass-bar  was  set  in  the  middle  of  the 
belly,  under  the  joint ;  Srdly,  the  sound-holes  were  cut 
straight,  in  the  direction  of  the  grain;  4thly,  the  sound- 
post  was  placed  very  near  one  of  the  sound-holes  ;  öthly, 
the  sides  were  made  straight  and  deeper  than  usual,  and,  as 
this  interfered  with  the  action  of  the  bow,  on  the  two  outer 
strings,    6thly,  a  higher  bridge  was  adopted  to  meet   the 


*  For  drawings  and  a  more  copious  description  of  this  instrument, 
together  with  much  interesting  matter  connected  with  Savart's 
experiments,  see  his  Memoire  sur  la  construction  des  instruments  d 
cordes  etaarcJiet,  Paris,  1819,  mentioned  on  the  following  page. — Tr. 

t  See  an  article  on  the  subject  in  the  Magazine  of  Science*  Vol.  V. 
pp.  277—8.     London,  1844— TV. 
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difficulty.  In  1819  Savart  presented  a  memoir  on  the 
subject  of  his  violin  to  the  French  Academy  of  Sciences, 
who  appointed  a  commission  to  report  upon  it.  The  violin 
was  tried  and  re-tried  before  the  members  of  the  Commis- 
sion, by  M.  Lefebure,  who  also  compared  it  with  the  fine 
instrument  on  which  he  was  accustomed  to  perform  ;  and 
the  result  was,  that  the  new  violin  was  pronounced  equal, 
if  not  superior,  to  the  other.* 

Notwithstanding  this  flattering  commendation,  M.  Savart 
still  continued  his  researches ;  and,  on  minutely  examining 


*  In  1817  and  1819,  M.  Chanot,  a  naval  officer  and  musical 
amateur,  also  received  the  highest  praise  from  the  Royal  Academy 
of  Fine  Arts,  in  Paris,  on  the  trial  of  his  newly-constructed  violins 
before  a  commission  of  that  body.  These  instruments  differ  from 
the  ordinary  form  of  violins  in  several  respects  ;  and  the  considera- 
tions which  led  to  some  of  the  changes  appear  to  have  been  almost, 
if  not  entirely,  identical  with  those  which  occasioned  the  variations 
in  Savart's  trapezoid  violin  ;  but,  notwithstanding  the  enthusiasm 
which  they  at  first  created,  M.  Fetis  assures  us  that  no  one  would 
now  give  10  francs  for  one  of  them,  except  as  a  mere  curiosity.  It 
seems  that  M.  Chanot  at  first  proposed  to  add  frets  to  the  finger- 
board ;  but  this,  being  justly  disapproved  of  by  the  Academy,  was 
afterwards  abandoned. 

The  peculiarities  of  these  instruments  were,  then,  as  follow  : — 

1.  The  corners,  with  the  inner  blocks,  were  rejected,  and  th« 
violins  assumed  the  outline  of  a  guitar,  having  the  sides  similarly 
bent 

2.  The  edges,  instead  of  projecting  beyond  the  sides,  were 
finished  off  square,  with  an  inlaying  of  hard  wood  all  round,  like  the 
edges  of  a  guitar. 

3.  Instead  of  sound-holes  of  the  ordinary  form,  the  new  violin 
had  openings  of  about  the  same  length  as  usual,  parallel  to  the 
sides,  and  as  near  the  bendings  as  possible.  Their  shape  was  con- 
sequently that  of  a  segment  of  a  circle. 

4.  The  bass-bar  was  placed  in  the  middle  of  the  belly,  just  upon 
the  joint. 

5.  A  «crew  was  placed  in  the  end  of  the  tail -piece,  near  the 
buttoa,  which«  by  pressing  on  the  belly,  lifted  the  tail-piece,  so  mi  to 
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the  instruments  of  Stradivarius,  Guarnerius,  &c,  new  light 
burst  upon  him,  and  the  pre-eminent  skill  of  these  renowne/ 
makers  soon  became  manifest. 

For  a  full  detail  of  the  valuable  results  which  now  followed 
his  investigations,  the  reader  is  referred  to  the  works  named 
in  the  note  at  page  32,  as  space  can  here  only  be  afforded 
for  the  principal  features. 

The  use  of  different  kinds  of  wood  for  the  back  and  belly 
of  violins  appears  to  have  been  adopted  on  good  grounds. 
For  the  belly,  as  is  known,  deal  is  employed  ;  for  the  back, 
maple,  or  sometimes  beech  ;  the  former,  however,  being  used 
in  all  the  best  instruments.  Deal  is  preferable  to  every  other 
wood  for  the  belly,  on  account  of  its  feeble  density,  and 


prevent  the  strings  forming  too  great  an  angle  in  passing  over  the 
bridge,  and  so  causing  too  great  a  pressure  on  the  belly. 

6.  Beneath  the  sound-post,  and  passing  out  through  the  back  of 
the  violin,  was  a  screw,  by  means  of  which  the  pressure  of  the 
sound-post  against  the  belly  could  be  augmented  or  diminished. 

Subsequently,  namely,  in  1819,  the  following  changes  were  also 
made  : — 

7.  The  tail-piece  and  button  were  discarded,  and  the  strings 
attached  to  the  belly  of  the  violin,  midway  between  the  outer  edge 
and  the  bridge.  The  belly  was  veneered  with  a  strip  of  hard  wood, 
both  inside  and  outside  ;  then  holes  and  slits  were  pierced  quite 
through  to  receive  the  strings,  which  passed  over  a  little  nut  (form- 
ing part  of  the  upper  veneer)  on  to  the  bridge. 

8.  The  bar  was  shaped  in  the  form  of  an  arch.  It  passed  under 
the  left  foot  of  the  bridge,  near  the  G  string,  and  approached  the 
middle  at  the  extremities. 

9.  The  sound-post  was  placed  in  front  of  the  bridge,  instead  of 
behind,  as  usual. 

See  Description  des  Machines,  et  proce'de'es  specifics  dans  les  Brevets 
d?  Invention,  &c.     Tome  xv.,  pp.  161—179.     Paris,  1828. 

The  criticism  of  M.  Fe*tis  on  these  instruments  (some  of  which 
possess  an  excellent  tone)  is  not  quite  borne  out  by  facts,  as  Mr. 
George  Chanot,  of  London,  informs  me  he  has  sold  two  of  tuom  for 
£12  and  £8  respectively. —  Tr. 
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particularly  for  its  elasticity.  Its  resistance  to  flexion  is  greater 
not  only  than  that  of  any  other  wood,  but  also  than  that  of 
many  metallic  bodies.  It  is  equal  to  that  of  glass  and  even 
steel,  with  the  additional  merit  of  very  great  lightness ;  and 
sound  is  propagated  in  it  with  the  same  degree  of  rapidity 
as  in  the  other  substances  above-named.  This  is  proved  by 
taking  three  rods  of  equal  size,  one  of  glass,  another  of 
steel,  and  a  third  of  deal  (cut  in  the  direction  of  the  fibres), 
and  causing  them  to  vibrate  longitudinally  or  transversely, 
so  as  to  make  them  produce  the  same  mode  of  vibratory 
division  ;  when  it  will  be  found  that  the  sound  rendered  by 
all  three  is  precisely  the  same. 

In  maple,  the  propagation  of  sound  is  much  less  rapid 
than  in  deal.  In  the  latter  it  is  from  15  to  16J  times 
quicker  than  in  air;  while,  in  the  former,  it  is  only  10 
or  12  times  quicker,  in  the  direction  of  the  fibres.  Hence 
it  follows,  that  if  we  take  two  rods  of  precisely  the  same 
dimensions,  one  of  deal  and  the  other  of  maple,  and  put 
both  into  vibration,  the  sound  of  the  deal  rod  will  be 
decidedly  more  acute  than  that  of  the  other.*  Conse- 
quently, the  pieces  forming  the  belly  and  the  back  of  the 


*  This  fact,  as  declared  by  Savart,  should  be  well  remembered,  as 
it  tends  to  throw  a  light  on  the  circumstance  that  M.  Fetis,  both  in 
his  Rapport  sur  les  instruments  de  Musique  (Exp.  Univ.  de  Paris, 
1855)  and  in  his  book  on  Antonio  Stradivari  (English  Edit.,  p.  83), 
states,  when  the  back  and  belly  were  severally  put  into  vibration, 
the  former  was  exactly  one  tone  lower  than  the  latter  ;  while  Savart 
himself  is  made  to  say,  in  the  analysis  of  his  lectures  given  in  the 
French  paper,  U Institut  (No.  321,  for  Feb.  20,  1840,  p.  70),  pre- 
cisely the  reverse.  Now,  it  is  necessary  to  observe,  that  at  least  two 
errors  of  a  gross  description  occur  in  the  analysis  above-named, 
which  have  been  most  faithfuly  preserved  in  the  German  transla- 
tion mentioned  in  the  note  at  p.  32.  This  naturally  creates  a 
suspicion  in  regard  to  the  disagreement  between  the  statement«  of 
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violin  being  exactly  of  the  same  size,  do  not  possess  an 
identical  intonation. 

If  the  back  and  the  belly  were  both  made  of  deal,  or  the 
former  of  a  thinner  plate  of  maple  than  usual,  in  order  to 
obtain  the  two  pieces  in  unison,  Savart's  experiments 
showed  him  that  the  tone  of  a  violin  so  formed  would  be 
feeble  and  mediocre.  It  then  became  necessary  to  ascertain 
in  what  relation  of  sound  the  back  and  belly  should  stand 
to  each  other,  before  they  are  united.  For  this  purpose 
Savart  closely  examined  and  experimented  upon  several 
valuable  instruments  by  Stradivarius  and  Guarnerius,  and 
discovered  that  there  should  be  the  difference  of  a  tone 
between  them  :  for,  if  less  than  that,  beats  were  occasioned; 
and,  if  more,  the  vibrations  coalesced  with  difficulty  into 
the  unison. 

In  order  to  obtain  the  true  sounds  of  the  back  and  belly, 
these  pieces  were  placed  in  a  vice,  between  two  bits  of  cork 
shaped  like  a  cone,  at  a  point  where  two  nodal  lines,  one 
transversal  and  the  other  longitudinal,  crossed  each  other. 
This  was  ascertained  in  the  usual  way,  by  sprinkling  the 


Fetis  and  Savart ;  while,  with  the  German  translation  in  their 
hands,  it  is  not  surprising  that  several  modern  German  authors 
have  given  precisely  the  same  account  of  the  relative  vibrations  of 
the  back  and  belly  as  that  attributed  to  Savart.  Hence  the  counter 
statement  of  Fetis  has  been  deemed  inaccurate  ;  but,  query  ?  The 
late  J.  B.  Vuillaume  not  only  supplied  Savart  with  violins  tc 
experiment  upon,  but  also  induced  Fetis  to  put  together  the 
materials  relating  to  Stradivari,  which  he  (Vuillaume)  had  collected 
during  his  journeys  into  Italy ;  and  being  an  able  man  in  his  art, 
and  an  enthusiastic  lover  of  the  scientific  researches  into  violin 
making  conducted  by  his  friend  Savart,  he  could  most  easily  have 
corrected  Fetis,  had  he  considered  his  statement  erroneous.  Other 
reasons  could  be  adduced  in  favour  of  the  statement  made  by  M. 
^«tois  ;  but,  to  save  further  detail,  the  above  must  suffice. — TV. 
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surface  with  very  fine  sand,  and  putting  the  pieces  into  vibra- 
tion by  a  violin  bow  applied  to  the  edges ;  and  the  same 
nodal  system  being  produced  in  each,  the  relative  difference 
of  pitch  was  easily  found  by  means  of  the  bow. 

Savart  remarks  that  the  fibres  of  the  deal  should  be  per- 
fectly parallel  to  the  axis  of  the  violin,  and  the  different  parts 
very  symmetrical.  In  order,  also,  to  judge  the  better  of  the 
relative  merits  of  different  pieces  of  deal,  he  directs  to  take 
a  rectangular  rod  of  each,  of  exactly  the  same  dimensions, 
and  worked  up  in  the  direction  of  the  fibres,  to  put  them 
into  vibration  longitudinally,  and  to  select  that  which  gives 
the  highest  sound.  Such  a  rod  may  then  be  kept,  as  a  stan. 
dard  of  comparison,  for  future  use. 

The  intensity  of  the  sounds  rendered  by  a  violin  was 
found,  by  Savart,  to  depend  on  the  mass  of  air  which  is  con- 
tained within  the  instrument  itself,  and  which  must  be  in  a 
certain  relation  with  the  other  parts.  When  this  either 
exceeds  or  falls  short  of  a  given  quantity,  a  detrimental  effect 
on  the  tone  is  produced,  as  some  ingeniously  conducted 
experiments  fully  proved. 

The  sound  yielded  by  the  mass  of  air  in  several  violins  of 
Stradivarius  was  always  found  to  be  equal  to  that  having 
512  vibrations  in  a  second,  and  answering  to  the  pitch  of 
middle  C  when  these  instruments  were  made ;  but,  in  1888, 
when  Savart  made  his  experiments,  it  agreed  with  the  B 
natural  below;  and,  from  the  constant  rise  in  pitch  which 
has  since  taken  place,  it  is  now  nearly  in  unison  with  B  flat. 
The  same  result,  as  to  pitch,  was  obtained  when  the  back  and 
belly  of  these  violins  were  put  into  combined  vibration,  the 
sound  yielded  being  equal  to  that  of  the  mass  of  air,  or  512 
vibrations  in  a  second.  This,  indeed,  was  found  to  be  a 
general  law,  no  matter  what  was  the  form  of  the  violin ;  the 
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mass  of  air  within  the  instrument,  and  the  combtaed  vibration 
of  the  back  and  belly,  giving  the  same  sound  ;  and  thus 
forming  a  system  of  which  the  various  parts  re-actod  on  cmAi 
other. 

The  dimensions  of  the/-holes  exercise  an  important  inSuence 
on  the  mass  of  air  contained  within  the  instrument.  Thus, 
if  we  stick  a  piece  of  paper  over  one  of  the /-holes,  the  sound 
of  the  mass  of  air  is  sensibly  lowered  :  consequently,  if  these 
holes  are  made  smaller  than  usual,  the  sound  of  the  air  be- 
comes more  grave ;  while,  if,  on  the  contrary  they  are  made 
larger,  it  is  more  acute.  Hence  it  happened  that  the  mass 
of  air  in  the  large-modelled  violins  of  Magini,  which  Savart 
examined,  and  which  might  naturally  have  been  expected  to 
render  a  lower  sound  than  the  C  of  512  vibrations,  neverthe- 
less produced  one  more  acute,  namely  D,  because  the/- holes 
were  made  larger  than  those  of  Stradivarius. 

From  the  foregoing  particulars  it  will  be  seen  that  it  is 
possible  to  make  violins  of  any  form,  provided  the  conditions 
mentioned  be  carefully  observed.  Thus,  the  height  of  the 
sides  must  be  so  proportioned  to  the  size  and  thickness  of 
the  back  and  belly,  as  to  enclose  a  mass  of  air  which  shall 
render  a  sound  equal  to  512  vibrations  in  a  second ;  which, 
however,  admits  of  modification  (as  in  the  violins  of  Magini 
above-named),  by  the  size  of  the /-holes.*  But  all  changes 
of  form  produce  an  effect  on  the  quality  of  the  tone  ;  and  it 


*  Excellent  violins  may  be  made  in  another  key,  by  constructing 
them  like  those  of  Stradivarius,  and  taking  care  to  preserve  the 
same  proportional  dimensions,  so  that  their  relation  may  be  as  the 
vibrations  of  C  natural  to  the  new  key.  For  example,  violins  may 
be  made,  the  dimensions  of  which  are  to  those  of  Stradivarius,  as 
512  is  to  the  number  of  vibrations  of,  it  may  be,  C  flat ;  and  then 
put  the  enclosed  mass  o£  air  in  0  flat. 
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has  been  remarked  that  the  more  a  maker  differs  from  the 
excellent  proportions  of  the  ancient  models,  the  worse  his 
instruments  become. 

In  regard  to  the  sound-post,  Savart  says,  it  must  not  be 
supposed  that  it  acts  merely  as  a  conductor  of  sound,  serving 
only  to  propagate  the  motion  ;  because,  if  placed  outside  the 
violin,  its  action  still  remains  the  same.  This  he  ascertained 
by  a  peculiar  contrivance  suited  to  the  object  he  had  in  view. 
He  further  proved  it  by  removing  the  sound-post,  and  placing 
a  heavy  weight  on  the  belly  of  the  violin,  which  then  sounded 
just  as  if  the  post  had  remained  in  its  usual  place,  until  the 
weight  employed  exceeded  a  certain  limit. 

By  several  other  interesting  and  very  delicate  experiments, 
Savart  found  that  the  chief  function  of  the  sound-post  is  to 
render  normal  the  vibrations  of  the  back  and  belly ;  the 
transversal  oscillations  of  which  produce  in  the  sound-post 
a  longitudinal  motion,  which,  re-acting  on  that  of  the  back 
and  belly,  occasions  in  them  a  normal  movement.* 

Another  and  no  less  important  function  of  the  sound-post 
is,  to  preserve  the  right  foot  of  the  bridge,  behind  which  it  is 
always  placed,  in  a  state  of  almost  complete  immobility,  in 
order  that  the  left  foot  may  (as  in  the  instrument  called  the 
Trumpet  Marine)  communicate  its  movements  to  the  bass-bar. 


*  In  regard  to  the  term  normal,  as  used  by  Savart,  it  is  necessary 
to  make  a  few  remarks  in  this  place,  as  Mr.  P.  Davidson,  in  hii 
book  on  Tlit  Violin  (Glasgow,  1871),  p.  70,  says:  " Bishop,  the 
translator  of  Otto's  work,  was  evidently  not  aware  of  Savart's 
meaning."  The  editor  having  failed  to  elicit  from  Mr.  D.  the 
proof  of  his  assertion,  the  reader  may  safely  place  the  statement  in 
the  same  category  with  others  in  that  book,  such  as  "do  43  represents 
4  feet,  or  middle  C,"  p.  73  (middle  C,  as  is  well  known,  answering 
to  the  2  feet  measure  !) ;  "a  reed  pipe  consists  of  a  free  reed  in  com- 
munication with  a  column  of  air  above  it,"  p.  77  (the  striking  reed 
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This  bar  has  the  effect  of  producing,  throughout  the  length 
of  the  violin,  the  vibration  which  is  communicated  to  it  by  the 
bridge.  It  vibrates  in  its  entirety,  without  any  division,  and 
so  does  the  bellv  of  the  instrument. 

The  bridge,  which  at  first  sight  might  be  thought  to  bo 
only  a  necessary  support  tor  the  strings,  exercises  j^immense 
influence,  both  in  its  form  and  in  its  supposed  merely  orna- 
mental cuttings,  on  the  quality  of  the  tone  of  a  violin.  Various 
forms  have  been  successively  adopted  for  it,  of  which  engrav- 
ings may  be  seen  in  the  work  of  M.  Fetis  on  Antonio  Stra- 
divari, but  that  which  is  now  generally  followed  has  been 
proved  to  be  the  most  satisfactory  ;  and  any  alteration  made 
in  it  tends  materially  to  affect  the  sonority  of  a  good  instru- 
ment. Savart  found  that  when  he  took  a  plain  piece  of  wood, 
of  the  size  of  a  bridge,  and  glued  it  on  a  violin,  the  instrument 
had  scarcely  any  sound.  It  became  better  when  legs  were 
formed  to  it ;  and,  when  too  lateral  cuttings  were  rhade,  the 
tone  assumed  some  degree  of  value,  which  increased  as  the 
bridge  was  gradually  brought  into  the  usual  form.  A  succes- 
sion of  other  experiments  all  tended  to  prove,  that  any  change 
made  either  in  the  kind  of  wood,  or  in  the  form  of  the  bridge, 
was  invariably  attended  with  a  detrimental  effect  upon  the 
quality  of  the  tone. 

being  that  in  general  use,  and  the  free  species  the  rare  exception,  in 
organ  pipes,  at  least  in  Great  Britain),  &c.  !  ! 

Of  the  three  kinds  of  vibration  now  recognized — the  longitudinal 
(in  flat  surfaces,  also  called  tangential),  the  rotary  (or  that  in  which 
the  vibrating  part  moves  alternately  to  the  right  and  the  left),  and 
the  transversal — the  first  two  were  discovered  by  Chladni  (who 
died  in  1826),  while  the  third — the  transversal — has  been  known  to 
scientific  writers  for  a  period  now  amounting  to  centuries,  and  hence 
some  French  authors  and  others  have  termed  it  normal.  Behold, 
then,  the  profundity  on  which  Mr.  D.  has  thought  it  requisite  tc 
comment!  See  BindseiFs  Akustik,  Potsdam,  1839,  pp.  30,  et  seq.— -Tr. 


Tire  sarac  skill  which  pn^S^t  over  the  construction  of  all 
the  parts  of  bow-instruments,  particularly  of  the  violin,  has 
established  the  form  of  the  neck,  and  determined  the  nature 
of  the  wood  of  which  it  is  made.  All  has  been  nicely  cal- 
culated, in  order  that  the  vibratory  action  of  this  part  of  the 
instrument  might  be  in  relation  with  the  movements  of  the 
sonorous  body,  the  sound-post,  the  bridge,  and  the  strings. 
Although  unperceived,  incessant  flexions  and  returns  take  place 
in  the  neck  of  a  violin,  under  the  action  of  the  bow  upon  the 
strings,  and  these  movements  re -act  upon  the  whole  structure 
of  the  instrument.  When  the  neck  is  made  either  of  too 
stiff,  or  of  too  soft  wood,  its  vibrations  remarkably  change 
ILe  nature  and  character  of  the  sounds  produced. 

All  that  has  been  here  related  is  likewise  applicable  to  the 
other  bow-instruments,  brief  particulars  of  which,  drawn  from 
Savart,  will  now  be  given. 

Tenors.  The  mass  of  air  in  a  Tenor  should  render  a  sound 
a  fifth  below  that  of  the  C  of  a  violin,  consequently  the  F  of 
341.33  vibrations  in  a  second,  answering  very  nearly  to  our 

present  E  flat  i^g-fc*— : ;  but,  the  instrument-makers  being 


unacquainted  with  these  principles,  it  is  found  that  the 
greater  number  of  Tenors  give  precisely  the  same  sound  as 
the  violin  C,  of  512  vibrations.* 


*  This  circumstance  caused  the  late  J.  B.  Vuillaume,  in  1855,  to 
introduce  a  new  model  for  the  tenor,  which  was  very  broad  and 
high,  and  somewhat  more  difficult  to  play.  Four  of  these  instru- 
ments, which  possessed  a  fine  and  powerful  tone,  were  tried  in  the 
concerts  held  at  the  Brussels  Conservatory,  and  produced  an  effect 
equal  to  eight  of  the  ordinary  kind. — Another  novelty  of  this  sort 
was  the  Violon- Tenor  of  M.  Dubois,  sen.,  the  four  strings  of  which 
were  tuned  an  octave  below  those  of  the  violin.  See  Gretschel's 
edition  of  Wettengel's  Lehrbuch,  I860,  p.  221.— Tr. 
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Violoncellos  should  be  so  constructed  that  the  mass  of  air 
within  them  might  yield  a  soaad  corresponding  to  the  F  of 
170.66  vibrations  in  a  second,  agreeing  very  nearly  with  E 

flat  •*&    -]     •  of  our  present  pitch.     If  their  dimensions 


were  in  due  proportion  to  those  of  violins,  the  back  and  belly 
should  be  35  inches  long,  and  20  wide;  while  they  are 
ordinarily  but  26  or  27  long,  and  15  or  16  wide.  As  a  com- 
pensation for  this,  however,  the  sides  are  made  deeper,  being 
4  inches  instead  of  3 ;  and,  in  thus  augmenting  them,  the 
makers  have  been  able,  without,  perhaps,  knowing  why,  to 
produce  a  satisfactory  result ;  by  causing  the  enclosed  mass 
of  air  to  render  a  sound  very  nearly  a  twelfth  below  that  of 
the  mass  contained  in  a  violin,  as  indeed  the  instruments  re- 
quire. 

Double-basses.  Up  to  the  present  time  these  instruments 
have  not  attained  the  same  degree  of  perfection  as  others 
played  with  a  bow.  They  are  made  of  all  sizes,  and  strung 
and  tuned  differently  in  different  countries.*  Some  of  the 
best  instruments  of  this  class,  by  Gaspard  di  Salo  and  Magini, 
are  said  to  have  been  originally  made  for  double-bass  viols, 
with  large  necks,  and  mounted  with  six  strings  ;  but,  in  more 
recent  times,  they  have  been  furnished  with  smaller  necks 
and  strung  as  double-basses. 


*  In  the  London   Exhibition  of   1851,   a   monster   double-bair 

mounted  with  three  strings,  was  shown  by  M.  Vuillaume,  who  gave 

it  the  name  of  Octo-bass.     This  instrument  was  both  more  powerful 

and  also  descended  several  notes  lower  than  the  ordinary  double-bass. 

The  so-called  Pedal-bass  of  the  above-named  M.  Dubois,  which  war 

)rought  forward  at  one  of  the  subsequent  Exhibitions  in  Paris,  was 

ntended  as  a  substitute  for  the  organ  in  the  orchestra.     See  Gret- 

»hel's  \>ook,  as  above,  p.  224. — Tr. 
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OP   THE   BOW. 

Although  the  violins  of  Amati,  Stradivarius,  and  others 
named  in  the  third  chapter  of  this  work,  are  still  regarded 
as  the  finest  ever  manufactured,  the  bows  in  use  at  the  time 
the  above  makers  flourished  have  justly  given  place  to  those 
of  modern  days.  Indeed,  from  the  time  of  Corelli  to  the 
present  period,  constant  changes  have  been  made  in  the  form 
and  increased  length  of  the  bow,  until  it  has  at  last  been 
brought — chiefly  by  the  labours  of  Francis  Tourte,  of  Paris — 
to  the  high  state  of  perfection  in  which  the  violinist  now  finds 
it.* 

The  bow  consists  of  the  stick,  into  the  upper  part  of  which, 
called  the  head,  one  end  of  the  hair  is  fastened  by  means  of 
a  small  wooden  plug.  The  other  end  of  the  hair  is  held  by  a 
projecting  piece,  termed  the  nut,  which  can  be  moved  by 
means  of  the  screw  at  the  lower  extremity  of  the  stick,  so  as 
to  enable  the  player  to  tighten  or  slacken  the  hair  at  plea- 
sure. 

For  the  violin,  tenor,  and  violoncello,  bows  of  a  similar 
make  are  used,  the  chief  difference  being  in  the  length  and 
thickness  of  the  stick.  They  are  all  furnished  with  white 
horse-hair,  and,  when  loose,  the  nearest  approach  of  the  stick 
to  the  hair  should  be  exactly  in  the  middle,  between  the  head 
and  the  nut. 

The  violin  bow  is  about  twenty -seven  inches  long,  and 


*  See  the  drawings  of  bows  in  Plate  3  of  Baillot's  "Art  du 
Violon  ;  "  or  the  interesting  book  of  M.  Fetis,  before-mentioned,  on 
Antonio  Stradivari. — Tr. 
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contains  from  100  to  110  hairs.*  The  tenor  bow  only 
differs  from  it  in  having  a  somowhat  thicker  stick.  The  bow 
for  the  violoncello,  besides  having  a  thicker  stick  than  either 
of  those  before  named,  is  one  or  two  inches  shorter.  The 
douHe-^ass  bow  is  shorter  still,  and  has,  of  course,  a  thicker 
stick  than  that  for  the  violoncello.  It  is  made  in  a  variety 
of  forms,  and  supplied  with  black  hair,  as  being  much 
stronger  than  white. 

Various  kinds  of  wood  are  used  for  bow-sticks  ;  such  as 
Brazil  (or  Fernambuc)  wood,  snake-wood,  iron-wood,  log- 
wood, &c.  the  best  of  which  are  the  two  first-named.  The 
nut  of  the  bow  is  generally  made  either  of  ebony  or  ivory. 

Some  of  the  finest  modern  bows  are  those  made  by  the 
late  J.  B.  Vuillaume,  of  Paris,  +  who  has  remedied  two  serious 
inconveniences  under  which  they  have  laboured,  as  hitherto 
constructed  :  the  first  arising  from  the  difficulty  experienced 
in  arranging  the  hair  so  as  to  form  a  perfectly  even  surface 
throughout  its  length ;  and  the  second,  from  the  nut  con- 
stantly changing  its  position,  which  necessarily  alters  the 
length  of  the  hair ;  and  hence  the  performer,  who  ought 
always  to  keep  his  thumb  close  to  the  nut,  is  obliged  to  place 
it  at  different  distances  from  the  head  of  the  bow — which 
varies  the  length,  and  consequently  the  weight,  of  this  part 
of  the  stick,  and  is  sufficient  to  affect  the  extreme  sensibility 
of  touch  which  is  in  a  manner  transmitted  from  the  hand  of 
the  performer  to  the  extremity  of  the  bow. 


*  This  was  the  number  formerly,  but  Abele  says  it  is  now  from 
175  to  250.     See  Die  Violine,  2nd  Edit.,  1874,  p.  156.— TV. 

+  For  full  particulars  of  the  bows  of  the  celebrated  F.  Tourte,  the 
reader  is  referred  to  the  work  of  M.  Fetis,  on  Antonio  Stradivari, 
(English  Edit.,  p.  109).  In  England,  the  bows  formerly  manu- 
factured by  John  Dodd  are  highly  esteemed. — Tr. 

a  2 
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In  the  improved  bows  of  Vuillaume,  these  inconveniences 
have  been  removed  in  the  following  manner : — the  nut,  which 
is  of  ebony,  is  hollowed  out  internally,  and  permanently 
fixed  to  the  stick,  and  the  hair  is  fastened  to  a  kind  of 
interior  nut  of  brass,  which,  as  in  ordinary  bows,  is  moved 
backwards  or  forwards  by  means  of  the  screw. 

It  will  be  observed,  on  inspection,  that  the  inner  nut  can 
be  made  to  recede  or  advance  by  the  requisite  quantity,  with- 
out the  least  variation  in  the  length  of  that  portion  of  the 
hair  comprised  between  the  head  of  the  bow  and  the  exterior 
nut. 

The  hair  is  firmly  fixed  to  a  kind  of  cylindrical  nippers  at 
each  end,  and  the  inner  nut,  together  with  the  head  of  the 
bow,  is  pierced  through  to  receive  them ;  so  that  the  per- 
former himself  can  arrange  the  hair  with  the  greatest  facility, 
and  likewise  renew  it  whenever  he  desires.* 

Steel  bows  have  been  invented  by  Vuillaume,  which  have 
met  with  the  approbation  of  many  of  the  first  performers ; 
but  they  are  not  likely  to  supersede  those  made  of  wood,  to 
which,  in  general,  the  preference  seems  to  be  given. 


*  Another  invention  for  this  purpose  is  that  of  Mr.  Walker, 
Aberdeenshire,  which  consists  of  two  small  metal  hinges,  fixed 
respectively  to  the  head  and  the  nut  of  the  bow,  to  receive  the  ends 
of  the  hair.— Tr. 
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OF   MUTES    AND    FIDDLE -HOLDERS. 

Lc  order  to  subdue  the  tone  of  the  violin,  a  small  metal 
or  wooden  clip,  shaped  somewhat  like  a  double  three- 
pronged  fork,  is,  as  every  player  knows,  placed  occasionally 
on  the  bridge  ;  the  three  prong-like  portions  of  the  mute 
passing  between  the  four  strings,  on  each  side  of  the  bridge, 
and  thereby  clipping  it  firmly.  The  term  con  sordino  directs 
the  player  to  apply  the  mute,  and  senza  sordino  to  remove  it. 

Complaint,  however,  having  long  been  made  of  the  incon- 
venience occasioned  to  the  player,  by  the  act  either  of 
applying  or  of  removing  the  mute  during  performance,  M. 
Vuillaume  successfully  overcame  the  difficulty,  and,  in  1867, 
brought  forward  his  Sourdine  pedale — or,  as  we  call  it  in 
England,  the  Chin-mute— hy  means  of  which,  and  without 
the  least  interruption  in  the  execution,  the  violinist  is 
enabled,  by  the  simple  pressure  of  his  chin  upon  the  tail- 
piece, to  bring  the  newly-designed  mute  into  immediate 
contact  with  the  bridge.  The  possibility  of  thus  producing 
new  and  varied  effects,  both  in  orchestral  music  and  in 
solos,  will  at  once  be  obvious,  and  an  additional  charm  will 
be  thereby  attained. 

The  difficulty  of  holding  the  violin  in  a  firm  and  uncon- 
strained manner  with  the  chin,  without  bending  down  the 
head,  so  as  to  be  able  to  pass  the  hand  on  the  finger-board 
from  one  position  to  another,  with  perfect  freedom,  and  at 
the  same  time  without  the  danger  of  disturbing  the  instru- 
ment or  the  tranquillity  of  bowing,  is  so  exceeding  great, 
that  the  eminent  violinist,  L.  Spohr,  invented  what  he  called 
a  fiddle-holder ;  which,  on  being  fixed  to  the  violin  by  a  peg 
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passed  into  the  hole  usually  occupied  by  the  button,  not 
only  supplies  the  purpose  of  this  button,  by  receiving  the 
string  or  wire  of  the  tail-piece,  but  rises  above  the  latter  in 
a  convenient  manner  to  meet  the  player's  chin  ;  which,  rest- 
ing upon  it,  and  not  as  heretofore  on  the  belly  of  the  violin, 
leaves  this  most  important  part  free  to  vibrate,  and  thus 
adds  both  to  the  quality  and  volume  of  the  tone. 

Another  and  more  simple  form  of  fiddle-holder  was  made 
for  the  celebrated  performer,  Wieniawski,  by  Mr.  George 
Chanot,  of  London,  which  is  readily  fastened  to  the  violin 
on  the  left  side  of  the  tail-piece,  without  disturbing  any  part 
of  the  instrument,  and  can  be  as  readily  removed.  This,  in 
fact,  constitutes  its  great  merit,  and  should  commend  itself  to 
every  violinist. 
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N.B.— The  wtorisk,  dagger,  Ac.,  refer  to  the  notes  in  the  pages  mentioned. 


Abele,  4*,  6f,  13+,  24J,  31*,  47t, 

53*,  57+,  58*,  83*. 
Acevo,  62. 

Acribelle  strings,  44*. 
Albani,  24,  67,  67*,  68. 
Amati,  Andrew,  17*,  61. 

Anthony,  16,  20,  61,  62*, 

67* 

Jerome,  16,  17,  19,  20,  23, 

57+,  61,  62*,  63. 

Nicholas,    16,   20,  24,   62, 

62*  63,  67,  67*. 
Artmann,  26,  27*. 

Bachmann,  7,  11,  26,  27. 

Back  of  violin,  mode  of  construct- 
ing, 56. 

Bagatella,  53*,  58*. 

Baülot's  Art  du  Violon,  referred 
to,  82*. 

Balestiere,  66. 

Bass-bar,  position  of,  31,  58,  58*. 

-  proportions  of,  30,  30*, 

58. 
_ two  of  them  in  a  violin, 

50*,  51. 
weak    in   Stradivarius's 

violins,  21. 
Becker,  52. 

Belly  of  violin,  mode  of  construct- 
ing, 4,  57. 
Bente,  61. 

Bergonzi,  Carlo,  65,  66,  70*. 
— — —  Michael  Angelo,  65,  66. 
RmdaeiYs  Akustik,  referred  to,  79*. 
Binternagel  or  Bindernagel,  26, 27*. 
Bishop,  John,  78*. 
Blocks,  proportions  of  the,  69. 
Bow,  description  of.  82. 


Bow,  improved  by  Vuillaume,  83. 

number  of  hairs  in,  83.  83*. 

improved  by  Walker,  84*. 

Brass  violins,  2:£. 

Bridge,  36,  37,  37*  58,  59,  79. 
Buchstädter,  7,  8. 
Budiani,  61. 

Bulletin  of  Paris  National  Industry 
Society,  quoted,  3*. 

Cappa,  62. 

Chanot,  naval  officer  and  maker  of 

the  guitar-shaped  violin, 

3*,  58*,  72*. 

of  Paris,  23+. 

George,    of  London,    vLf 

52,  73*,  86. 
Chin-mute,  85. 
Choron,  1*. 

Common  violins,  2,  6*. 
Copper  violins,  2J. 
Costa,  Pietro  della,  66. 
Cremonese  violins,  description  of 
their    struc- 
ture, 16. 

proportions  of, 

16. 
Darche   13*. 

Davidson,  P.,  32*.  53*,  67*,  78. 
Decombre,  68. 
Description    des    Machines,    &c# 

referred  to,  73*. 
Die  Violine,  by  Abele,  referred  to, 

4*  6+,  13+,  31*,  57+,  58*,  83*. 
Die  Musik  und  die  musikalischen 

Instrumente,  mentioned,  22*. 
Dodd,  John,  83+. 
Distance  of  strings  from  the  finger» 

board  of  violin,  34,  34*. 
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Domin icelli,  63. 
Double  Bass,  1,  12,  60,  81. 
Dubois.  80*,  81*. 
Diirfel,  7,  11. 

Eberle,  7,  9,  26,  27. 

Elliptical  tension  bars,  for  violins. 

&c.,51. 
En^Ieder,  52. 
Ernst,  17,  26,  26*. 

F6tis,  mentioned,  22*  47»,  51,  58, 
60,  62*,  67,  72*,  73*,  74*, 
79,  82*,  83t 

-  treatise  on  Antonio  Stradi- 

vari, referred  to,  60*,  62*, 

74*  82*,  83t. 
Finger-board,  33,  34,  34f. 
Fiddle-holders,  85,  86. 
Florentus,  63. 
Fritzsche  or  Fritsche,  7,  26,  26*. 

Gagliano,     See  Galiano. 
Galbusera,  3*. 
Galiano,  Alex.,  65. 
■  Ferdinando,  66. 

Gennaro,  66. 

1  Nicolo,  66. 

Gallay,  23f,  51,  70*. 
Garani,  66. 

Gentleman's  Magazine,  2^. 
German  makers,  7,  26. 

Glue,  receipt  for  making  a  water- 
proof, 33*. 
Gobetti,  Francis,  65. 
Grancino,  Francis,  63. 
John,  63. 

John  Baptist,  63. 

Paolo,  63. 

Gretschel,  24* ,  44*,  53*,  80*,  81*. 
Guadagnini,  Giov.  Batt,  66. 

Lorenzo,  65,  66. 

Guarnerius,  Andrew,  63,  68. 
Joseph,  16,  24,  63,  65. 

69,  70*. 

Jos.  Anthony,  22*,  69, 

73  75. 

Peter,  63,  64,  69. 

Guitar,  28,  29. 

at  first  only  had  five  strings, 

28. 
Hairs,  number  of,  in  a  bow,  83,  83*. 


Hansel,  38*. 

Hassert,  7,  9,  26,  27. 

Heat,  injurious  effects  of  extreme, 

42. 
Hell,  Ferd,  52. 
Helmer,  7,  9,  26,  27. 
Hillmer,  28*. 
Hofimann,  7  9. 
Hulskamp,  52 
Hunger,  7,  9,  26,  27. 

Improvement,  Tilton's  Patent,  51. 
Injurious  experiments  on  violins, 

40,41. 
Injury    done    to    violins  by  bad 

workmen,  14,  15. 
Italian  Violins,  description  of  their 
structure,  16. 
■  their  superiority  at- 

tributed to  the 
exquisite  choice 
of  the  wood  used 
for  them,  6f. 

Janch,   or   Jaug,    7,    8,    26,    27. 
Joachim,  52. 

Kirschschlag,  14. 

König,  49*. 

Klotz,  Egitia,  7,  12,  27,  68. 

George,  68. 

Joseph,  12. 

Matthias,  68. 

Sebastian,  68. 

Kreutzer,  40. 

Labels  of  Steiner  and  of  Cremo- 

nese  instruments,  25. 
La     Chelonomie,     ou    le    parfaü 

Luthier,  mentioned,  2t,  22*,  68*. 
Lafage,  1*. 
Landolfi,  66,  70. 
Laub,  52. 
Leather  violin,  2$. 
Lefebure,  72. 
Lehrbuch    der    Anfertigung    und 

Reparatur  aller  Gattungen  von 

Ualienischenund  deutschen  Geigen, 

mentioned,  24J,  43*,  44*,  53*,  80* 

81*. 
Les  Luthier 8  Italiennes  aux  ll9  et 

18°  Siecles,  mentioned,  23f,  70*. 
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V Institut,  referred  to,  32*,  74*.         I 

Leipzig  Allgemeine  musikalische 
Zeitung,  referred  to,  2 J,  3*,  13*, 
28*,  30,  38*,  47*. 

longitudinal  vibration,  79*. 

Lupot,  68. 

Luthomonographie,  referred  to,  2f, 
58*,  67*. 

Mackintosh,    mentioned,  4*,   13*, 

37*,  47f. 
Magazine  of  Science,  referred  to, 

71t- 

Magini,  Giovanni  Paolo,  61,  77. 

Pietro  Santo,  61,  81. 

Manuel  de  Musique,  referred  to,  1*. 

du  Luthier,  mentioned,  1*, 

45*,  53*. 

Mariani,  61*. 

Mattheson,  39*. 

Maucotel,  51. 

Maugin,  1*,  45*,  53*,  58*. 

Maupertuis,  40*. 

Medard,  68. 

Meeson,  51. 

Memoire  sur  la  construction  des  in- 
strumens  ä  cordes  et  ä  weitet, 
mentioned,  2t,  71*. 

Mezzadie,  63. 

Miremont,  51. 

Model :  method  of  tracing  a  beau- 
tiful one,  53. 

Möhser,  40. 

Monster  double-bass,  81*. 

Montagnana,  70*. 

Musical  pitch,  rise  in,  noticed, 
22*,  76. 

Mutes,  85. 

Naumann,  adds  the  low  E-  string 

to  the  guitar,  28. 
Neck,  form  of,  and  nature  of  the 
wood,  80. 

how  fastened  to  the  violin,  33. 

length  of  the,  60. 

position  of  the,  33. 

Neu  eröffnetes  Magazin  musika- 
lischer Tonwerkzeuge,  mentioned, 
1*,  34*,  38*. 

Newton,  W.  E.,  52. 

Normal  or  trannversal  vibration, 
78*. 


Octo-bass,  81*. 

Old  violins,  more  bad  ones  than 

good,  47*. 
Otto  first  covered  the   D  and  G 

strings  of  the  guitar,  29. 

Pasta,  Domenico,  63. 

Gaetano,  63. 

Pedal  bass,  81*. 
Pegs,  how  to  tighten  them,  38. 
mechanical,  to  resist  the  ten- 
sion of  the  strings,  38t. 
Petizeau,  38*. 
Phonoscope,  49*. 
Pieces  composing  a  violin,  1. 
Pitch,   excessive  rise  in  musical, 

22*,  76. 
Poplar  wood  sometimes  used  by 

Stradivarius,  23*. 
Prejudices  of  musical  men,  39. 
Preservation  of  instruments,  30. 
Pressure  of    the    strings   on    the 

bridge  of  a  violin,  22*. 
Purfling,  variation  in  the  number 

of  pieces  forming  it,  1*. 

Rambaux,  50*. 

Rapport  sur  les  Instruments  de  Mu- 
sique, (Fetis),  22*,  47t,  51,  74*. 
Rauch,  7,  8. 

Repair  of  instruments,  30. 
Riess,  7,  8. 
Rochlitz,  27*. 
Rode,  40. 
Romberg,  B«   34*. 
Rosin,  44. 

methods  of  preparing  it,  45*. 

Rotary  vibration  79*. 
Rugger,  Francis,  63. 

John  Baptist,  63. 

Peter  James,  63. 

Vincent,  63. 

Ruggerio,  24. 
Ruppert,  7,  10. 

Salo,  Gaspar  di,  60,  61,  81. 

Sapino,  62. 

Savaresse,  43*. 

Savart,  2t,  13*,  32*,  58*,  70—81. 

Schaum,  53*. 

Scheinlein,  7,  8. 

Schuck,  3*. 
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Schmidt,  7,  11,  11*,  26. 
Sohonger,  Francis,  7,  10. 

George,  7,  10,  26. 

Schubert,  30. 
Seranno,  64. 

Sibire,Abbe,  2t,  6t,  22*,  68*. 
Sides  of  a  violin,  how  bent  into 
form,  5. 

and  side-linings,  59. 

Silk  strings  44*. 

Silver  violins,  2% 
Sound-holes,  57,  77. 
Sound-post,  37,  41,  38*,  58. 

of  glass,  38*. 

Sourdine-pedale  85. 
Spohr,  27*  40. 

■  fiddle-holder,  invented  by, 

85. 

■  tail-piece,  invented  by,  35* 
— —  his  Violin  School,  quoted, 

10*,     28*,     mentioned, 

34*,  38*,  86*. 
Stamitz,  28. 
Statelmann,  or  Stadelmann,  7,  27, 

31*. 
Steel  bows,  84. 
Steiner  or  Stainer,  6,  7,  12,  13,  24, 

24*,  57t,  67,  67*  68. 

particulars  of  his  violins, 

24. 

Stone,  Dr.,  51. 

Storioni  (Sturionus),  66,  70. 

Stoss,  58*. 

Stradivarius  or  Straduarius,  An- 
thony, 16,  20,  21, 
22,  22*,  63,  64, 
65,  70*  73,  75, 
77,  77*,  82. 

•  Francesco,  65,  66. 

Omobono,  65,  66. 

Strain  or  tension  of  the  strings  over 
the  belly  of  a  violin,  22*. 

Straube,  7,  11,  27. 

Strings,  Acribelle,  44*. 

characteristics  of  the  best, 

44,  45. 
— —  how  to  preserve  them,  42, 

43. 
— —  Neapolitan,  43*. 

'  made  of  human  hair,  44*. 
— —  pressure  of,  on  the  bridge 
of  a  violin,  22*. 


Sur  la  forme  des  instruments  de 

Musujue  (Maupertuis),  40*. 
Sursano,  65. 

Tail-piece,  34. 

■ curious,   invented   fr 

Spohr,  35*. 
Tangential  vibration,  79*. 
Tartini,  22*. 
Techier,  66. 
Tenor,  1,  9,  12,  27,  38,  46,  80. 

originally  had  five  strings, 

27*. 

of  a  new  model,  80*. 

Tension  of  the  strings  on  a  violin, 

22*. 
Testore,  Carlo  Antonio,  66. 

Carlo  Giuseppe,  66. 

Paolo  Antonio,  66,  70. 

The    Violin,   by    Davidson,    men- 
tioned, 32*,  53*,  67*,  78*. 

Thickness  of  back  and  belly,  56. 
Tilton's  Patent  Improvement,  51. 
Tone,  of  certain  notes  dull  on  some 
instruments,  32. 

machine  for  bringing    out 

the,  46. 
method  of  bringing  out  the, 

30,  47,  48*. 

of  Steiner's  violins,  24$. 

Tourte,  82,  83t. 
Transversal  vibration,  79*. 
Trapezoid  violin,  58*,  71. 
Trumpet  Marine,  78. 
Trumpet-violin,  52. 
Tyrolese  makers,  12. 

violins,  25,  26. 

Ueber  den  Bau  der  Geige,  referred 

to,  32*. 
Ueber  den  Bau  der  Violinen  Brat- 

schert,  &c. ,  referred  to,  53*. 
Unplayed  violins  do  not  improve 

in  tone,  47t. 
Use  improves  violins,  13*,  47,  47t. 

Vibration,  normal,  51,  78,  78*. 

various  kinds  of,  79*. 

Viola  d'Amore,  described,  39*. 

di  Gamba,  described,  39*. 

Violalin,    a    five-stringed  instru- 
ment, 28*. 
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Violin,  construction  of.  1. 

how  long  required  to  bring 

it  to  perfection,  13t,  50. 

guitar  form  of,  by  Chanot, 

72*. 

how  to  cleanse  the  inside 

from  dust,  42. 

how  to  preserve  it,  42,  43. 

of  hardened  leather,  2%. 

simplified  form  of,  by  Gal- 

busera,  3*. 

-  trapezoid     form     of,     by 

Savart,  71. 

with  two  bass-bars,  50*,  51. 

Violins  of  silver,  copper,  or  brass, 

— novel  forms  of,  52. 

— — —  old  ;  a  greater  number  bad, 

than  good,  47*. 
Violon-Tenor,  80*. 
Violoncello,  1,  9,  12,  27,  39,  46,  81. 
Vuillaume  John,  68, 


Vuillaume,  J.  B.   (of  Paris).   75*, 

80*,  81*,  83,  84,  83. 

Walker,  84*. 

Waterproof     glue  ;     receipt    for 

making,  33*. 
Weickert  41. 
Weight  of  tension  of  strings,  and 

of  pressure  on  the  bridge,  22*. 
Welcker  von  Gontershausen,  1*, 

6t,  34*,  38*,  47f,  53*. 
Wettengel,  24+,  43*,  53*,  58*  80*, 
Wieniawski,  86. 
Wilson,  Gavin,  2J. 
Withalm,  or  Widhalm,  7,  27,  31*. 
Wood,  kinds  of,  used  for  violinfl, 

2,  73. 
artificial  modes  of  prepar- 
ing, 3*. 

Zanti,  66. 
Zamminer,  22*,  53*. 
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HISTORICAL,    DESCRIPTIVE   AND 

ANALYTICAL  ACCOUNT  OF  THE 

ENTIRE  WORKS  OF 

BRAHMS 

BY 

EDWIN    EVANS 

(SENIOR) 

The  works  are  treated  in  the  order  of  their  opus  number, 
and  every  single  composition  is  dealt  with  exhaustively.  No 
other  work  with  such  a  wealth  of  detail  exists  in  any 
language.  The  wholex  being  adequately  indexed,  forms  a 
complete  reference  book  for  pianist,  student  and  concert- 
goer,  and  may  be  described  as  monumental. 

Of  the  CHAMBER  AND  ORCHESTRAL  music,  a  minute 
analysis  reaching  to  the  rhythmical  significance  of  each 
bar  is  given. 

The  analytical  accounts  of  the  PIANO  works  are  each 
subdivided  under  the  headings :  Key ;  Time  and  Extent ; 
Thematic   Material ;   Melody ;   Harmony ;  Rhythm  ;   etc. 

The  CHORAL  works  are  dealt  with  in  the  fullest  detail, 
and  original  English  translations  have  been  made  to  most 
of  the    SONGS. 

Each  volume  is  a  self-contained  unit  and  a  complete 
textbook  on  its  particular  subject. 

WITH    1,500    PAGES    AND    OVER    1,000    MUSIC 

EXAMPLES    AND    TABLES,    COMPLETE    IN    4 

VOLUMES,  OCTAVO,  CLOTH,         £6  net        OR 

SOLD   SEPARATELY   AS   FOLLOWS:— 

Chamber  and  Orchestral  Works.  First 
Series  to  Op.  67.     30s.  net. 

Chamber  and  Orchestral  Works.  Second 
Series.     Op.  68  to  the  end.     30s.  net. 

Piano  and  Organ  Works.  Comprising  the 
complete  Solo  Works ;  Works  for  Piano  and  Orchestra ;  also 
iVorks  for  Piano  Duet  and  Organ  Works  as  applicable  to 

Pianoforte  Solo.     30s.  net. 

Vocal  Works.     With  portrait.    599  pages.    30s.  net. 

"This  treatise  is  comparable  only  to  the  Kochel  catalogue  of  Mozart.  Research 
and  detail  could  go  no  further;  this  book,  a  labour  of  love  indeed,  will  be  the 
standard  work  of  reference  on  Brahms  for  this  century,  if  not  longer." 

— The  Library  Assistant. 


/ESTHETICS,  CRITICISMS,  ESSAYS. 

PAN  PIPES.  THE  SPIRIT  OF  MUSIC  m  Nature,  Art  and 
Legend,  from  East  to  West.  Penned  in  Sixteen  Ar- 
ticles for  General  Reading,  with  Drawings  of  Eastern 
Musical  Instruments  By  G.  P.  Green  (author  of 
"  Some  Aspects  of  Chinese  Music")-  Crown  8vo,  cloth, 
7s.  6d.  net. 

HOW  TO  LISTEN  TO  GOOD  MUSIC  and  Encourage  the 
Taste  in  Instrumental  and  Vocal  Music.  With  many 
useful  Notes  for  Listener  and  Executant.  By  K.  Broad- 
ley  Greene.  Complete,  cloth,  7s.  6d.  net;  or  in  two 
books,  paper,  2s.  6d.  net  each. 

MOZART,  WEBER  AND  WAGNER,  with  Various  other 
Essays  on  Musical  Subjects.  By  Hector  Berlioz. 
Translated  from  the  French  by  Edwin  Evans,  Senior, 
F.R.C.O.    Crown  8vo,  cloth,  10s.  net. 

A  charming  Book  of  Musical  Essays. 

SOME  FAMOUS  SYMPHONIES,  How  to  Understand 
Them.  With  their  Story  and  Simple  Analysis.  Refer- 
ences also  to  Gramophone  Records ;  numerous  Portraits. 
By  J.  F.  Porte.  Dealing  with  Symphonies  of  Beet- 
hoven, Berlioz,  Borodin,  Brahms,  Chausson,  Dvorak, 
Elgar,  Cesar  Franck.  Haydn,  Mendelssohn,  Mozart, 
Schubert,  Stanford  and  Tchaikovsky.  Complete  in  cloth, 
8s.  net,  or  in  2  separate  parts,  paper,  2s.  6d.  net  each. 
For  the  general  reader  and  musician  alike. 

THE  DEATH  AND  RESURRECTION  OF  THE  MUSICAL 
FESTIVAL.    By  Rutland  Boughton.    8vo,  sewed,  Is.  net . 

The  Decay  of  Triennials— The  Rise  of  Competitions— The  Reform  of  Com- 
petitions—The   Festival   of  the  Future. 

SOME  ASPECTS  OF  CHINESE  MUSIC  AND  SOME 
THOUGHTS  AND  IMPRESSIONS  ON  ART  PRINCI- 
PLES IN  MUSIC.  By  G.  P.  Green.  Post  8vo,  cloth, 
6s.  net,  paper  covers,  3s.  6d.  net. 

THE  FUTURE  OF  MUSIC.  Coming  Changes  Outlined  in 
Regard  to  Composer,  Conductor  and  Orchestra.  By 
Louis  Laloy.  Translated  by  Mrs.  Franz  Liebich.  8vo, 
cloth,  3s.  6d.  net\  paper,  2s.  net. 

SOME  ASPECTS  OF  GIPSY  MUSIC.  By  D.  C.  Parker. 
Post  8vo,  cloth,  6s.  net  (or  paper  covers,  3s.  6d.  net). 

MUSIC  AND  MUSICIANS.  Essays  and  Criticisms,  by  Robert 
Schumann.  Translated,  Edited  and  Annotated  by  F.  R. 
Ritter.  Portrait  of  Robert  Schumann,  photographed 
from  a  Crayon  by  Bendemann.  First  Series,  Eighth 
Edition.     Thick  crown  8vo,  cloth,  419  pages,  15s.  net 

Ditto.  Second  Series.  Fourth  Edition,  with  a  Contents- 
index  added.  Thick  crown  8vo,  cloth,  540  pages, 
15s.  net. 
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THE  DEEPER  SOURCES  OF  THE  BEAUTY  AND  EXPRES- 
SION OF  MUSIC.  By  Joseph  Goddard.  With  many 
Musical  Examples.     Crown  8vo,  cloth,  7s.  6d.  net. 

WOMAN  AS  A  MUSICIAN.  An  Art  Historical  Study.  By 
F.  R.  Ritter,  8vo,  sewed,  3s.  net. 

MUSICAL  DEVELOPMENT,  or,  Remarks  on  the  Spirit  of 
the  Principal  Musical  Forms.  Being  an  iEsthetical  In- 
vestigation, in  which  an  Attempt  is  made  to  show  the 
Action  in  Music  of  certain  Laws  of  Human  Expression ; 
to  point  out  what  are  the  Spiritual  Aims  of  the  Chief 
Forms  of  Composition,  and  the  Broad  Principles  upon 
which  they  should  be  Constructed.  By  Joseph  Goddard. 
8vo,  cloth,  10s.  net. 

IN  THE  SERVICE  OF  ART.  A  Plea  for  Simplicity  in 
Music.  By  J. -Joachim  Nin.  Translated  by  Mrs.  Franz 
Liebich.    Post  8vo,  2s.  6d.  net. 

Translations  of  this  brilliant  essay  have  already  appeared   in  Spanish, 
Italian  and   German. 

THE  PLACE  OF  SCIENCE  IN  MUSIC.  By  H.  Saint- 
George.  Addressed  to  Advanced  Students  of  that 
branch  of  Musical  Knowledge  commonly  called  Har- 
mony.    With  music  examples.     8vo,  sewed,  2s.  6d.  net. 

NECESSITY  OF  MUSIC  IN  THE  SCHOOL  CURRICULUM. 
Address  delivered  to  Members  of  the  Music  Teachers' 
Association.  By  A.  W.  Pollitt,  Mus.D.,  F.B.C.O. 
8vo,  sewed,  Is.  6d.  net. 

/ESTHETICS  OF  MUSICAL  ART,  or,  The  Beautiful  in  Music. 
By  Dr.  Ferdinand  Hand.  Translated  from  the  German 
by  Walter  E.  Lawson,  Mus.Bac.  Cantab,  etc.  Second 
Edition.     Crown  8vo,  cloth,  10s.  net. 

NATIONAL  SCHOOL  OF  OPERA  FOR  ENGLAND.  Being 
the  Substance  of  a  Paper  read  at  Trinity  College,  Lon- 
don.   By  Frank  Austin.     Is.  net. 

MATERIAL  OF  MELODY  and  Early  Steps  in  Musical  Art. 
By  J.  H.  Lewis.     6d.  net. 


MUSIC  IN  THE  HIRSCH  LIBRARY  (Part  53  of  the  Cata- 
logue of  Printed  Music  in  the  British  Museum),  by  A. 
Hyatt  King  and  C.  Humphries,  1951.  Published  for  the 
Trustees  of  the  British  Museum.  This  catalogue,  pre- 
pared by  the  Museum  staff,  lists  also  a  considerable  num- 
ber of  works  which  were  either  not  included  in  the  original 
four  volume  catalogue  by  P.  Hirsch,  or  were  acquired 
later.    4to,  cloth,  £2  2s  net. 
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I.— COLLECTED. 

ON  RUSSIAN  MUSIC.  Critical  and  Historical  Studies 
of  Glinka's  Operas,  Balakirev's  Works,  etc.  With 
chapters  dealing  with  Compositions  by  Borodin, 
Rimsky-Korsakov,  Tchaikovsky,  Mussorgsky,  Glazunov, 
and  various  other  Aspects  of  Russian  Music.  By  Gerald 
Abraham.  With  Frontispiece  and  Music  Examples. 
8vo,  cloth,  15s.  net. 

Companion  to  the  same  author's  "  Studies  in  Russian 
Music." 

STUDIES  IN  RUSSIAN  MUSIC.  Rimsky-Korsakov  and 
his  Contemporaries.  Critical  Essays  on  the  most  im- 
portant of  Kimsky-Korsakov's  operas  Borodin's 
11  Prince  Igor,"  Dargomizhsky's  "  Stone  Guest,"  etc  • 
with  chapters  on  Glinka,  Mussorgsky,  Balakirev  and 
Tchaikovsky.  By  Gerald  Abraham.  Copiously  illus- 
trated by  music  examples.  350  pages,  crown  8vo,  cloth, 
18s.  net. 

FROM  MENDELSSOHN  TO  WAGNER.  Being  the  Memoirs 
of  J.  W.  Davison,  forty  years  Music  Critic  of  "  The 
Times,"  compiled  by  his  son,  Henry  Davison,  from 
Memoranda  and  Documents.  With  52  portraits  of 
Musicians  and  Important  Letters  (previously  unpub- 
lished) of  Mendelssohn,  Berlioz,  Gounod,  Julhen,  Mac- 
farren,  Sterndale  Bennett,  etc.  Index,  539  pages,  8vo, 
cloth,  25s.  net. 

WITH  THE  GREAT  COMPOSERS.  A  Series  of  Pen  Pic- 
tures, exhibiting  the  Personal  Characteristics  as  Artists 
of  the  World's  great  Tone  Poets  in  the  form  of  Inter- 
views. By  Gerald  Cumberland.  Portraits.  Cr.  8vo, 
cloth,  10s.  net. 

Deals  with  Chopin,  Haydn,  Mendelssohn,  Paganini,  Beethoven,  Handel, 
Rossini,  Schubert,  Liszt,  Berlioz,  Mozart,  Wagner,  Tchaikovsky,  Cheru- 
bini,  Wolf,   Borodin,   Schumann,    Sullivan. 

THE  SYMPHONY  WRITERS  SINCE  BEETHOVEN.  Criti- 
cal Essays  on  Schubert,  Schumann,  Götz,  Brahms, 
Tchaikovsky,  Brückner,  Berlioz,  Liszt,  Strauss,  Mahler, 
Mendelssohn,  Saint-Saens,  etc.  By  Felix  Weingart- 
nbr.  Translated  by  A.  Bles.  Twelve  Portraits. 
Second  Impression.  With  Chapter  added  by  D.  C. 
Parker  on  Weingartner's  Symphony  No.  5.  Crown  8vo, 
cloth,  12s.  6d.  net. 
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REEVES»  DICTIONARY  OF  MUSICIANS.  Biographical  Ac- 
counts of  about  2,500  Noteworthy  Musicians  of  the  Past 
and  Present.  Edited  by  Edmondstoune  Duncan  and 
Others.  Crown  8vo,  cloth,  7s.  6d.  net  (paper  covers,  4s. 
net). 

SKETCHES  OF  GREAT  VIOLINISTS  AND  GREAT  PIAN- 
ISTS. Biographical  and  Anecdotal,  with  Account  of 
the  Violin  and  Early  Violinists.  Viotti,  Spohr,  Paga- 
nini,  De  Beriot,  Ole  Bull,  Clementi,  Moscheles,  Schu- 
mann (Robert  and  Clara),  Chopin,  Thalberg,  Gottschalk, 
Liszt.  By  G.  T.  Ferris.  Third  Edition.  Crown  8vo, 
cloth,  8s.  6d.  net. 

SKETCHES  OF  ENGLISH  GLEE  COMPOSERS.  Historical, 
Biographical  and  Critical.     From  about  1735-1866.     By 

D.  Baptie.    Post  8vo,  cloth  8s.  6d.  net. 

ENGLISH   GLEE   AND  MADRIGAL   WRITERS.     By  W.   A. 

Barrett.    8vo,  cloth,  6s.  net  (paper  covers,  3s.  6d.  net). 

SOME   MUSICAL    RECOLLECTIONS     OF     FIFTY    YEARS. 

By  Richard  Hoffman.  With  Memoir  by  Mrs.  Hoff- 
man. Illustrated  with  many  Plate  Portraits.  Crown 
8vo,  cloth,  10s.  net. 

MUSICAL  MEMORIES.  By  William  Spark,  Mus.Doc.  (late 
Organist  of  the  Town  Hall,  Leeds).  Revised  Popular 
Edition.  With  sixteen  Portraits.  Thick  crown  8vo, 
cloth,  10s.  net. 

BIOGRAPHICAL  DICTIONARY  OF  FIDDLERS.  Including 
Performers  on  the  Violoncello  and  Double  Bass,  Past 
and  Present.  Containing  a  Sketch  of  their  Artistic 
Career,  together  with  Notes  of  their  Compositions.  By 
A.  Mason  Clarke.  Nine  Portraits.  Post  8vo,  cloth, 
10s.  net. 

"  We  may  here  take  the  opportunity  of  reoommending  a  useful  book  to 
all  lovers  of  violins  and  violinists.  Fiddlers,  Anoient  and  Modern,  is 
praotically  a  little  Biographical  Dictionary,  well  arranged,  with  some 
excellent  portraits."— N or thern  Whig. 

HOW    TO    STUDY    THE    PIANOFORTE    WORKS    OF    THE 
GREAT       COMPOSERS.       By       Herbert       Westerby. 
Mus.Bac.     Handel,     Bach,     Haydn,     Scarlatti,     Mozart, 
Clementi,  C.  P.  E.  Bach.     With  123  Musical  Examples. 
Crown  8vo,  cloth  12s.  net. 

The   following   issued   singly,    paper    covers : 

Handel,  Is.;  D.  Scarlatti,  Is.;  J.  S.  Bach,  Is.  6d.;  C.  P. 

E.  Bach  and  Haydn,  Is.;  Clementi,  Is.;  Mozart,  Is.  6d. 
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MAKERS  OF  MUSIC.  Biographical  Sketches  of  the  Great 
Composers.  With  Chronological  Summaries  of  their 
Works  and  Facsimiles  from  Musical  MSS.  of  Bach, 
Handel,  Purcell,  Dr.  Arne,  Gluck,  Haydn,  Mozart, 
Beethoven,  Weber,  Schubert,  Berlioz,  Mendelssohn, 
Chopin,  Schumann,  Wagner,  Verdi,  Gounod,  Tchaikov- 
sky, Brahms  and  Grieg,  with  General  Chronological 
Table.  By  R.  Farquharson  Sharp.  Numerous  Por- 
traits. Fourth  Edition,  Revised  and  Enlarged.  Crown 
8vo,  cloth,  12s.  6d.  net. 

BRITISH  MUSICAL  BIOGRAPHY.  A  Dictionary  of  Musical 
Artists,  Authors  and  Composers  born  in  Britain  and  its 
Colonies.  By  J.  D.  Brown  and  S.  S.  Stratton.  8vo, 
cloth,  21s.  net. 
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BACH.  A  DIGEST  OF  THE  ANALYSES  OF  J.  S.  BACH'S 
FORTY-EIGHT  CELEBRATED  FUGUES  FROM  THE 
WELL-TEMPERED  CLAVIER  (Das  Woliltemperirte 
Klavier).  With  over  1,600  Music  Examples  and  46 
Tables.  Compiled  by  Brook  Sampson,  F.R.C.O.  Cloth, 
25s.  net. 

THE  FORTY-EIGHT  FUGUES  IN  THE  WELL-TEMPERED 
CLAVIER  (Das  Wohltemperirte  Klavier).  By  J.  S. 
Bach.  Analysed  by  Brook  Sampson,  Mus.Bac.  Oxon., 
F.R.C.O. 

Following  obtainable,  Is.  6d.  net  each. 
No.     4,  in  C  sharp  minor  No.  29,  in  D  major 

No.     9,  in  E  major  No.  34,  in  E  minor 

No.  16,  in  G  minor  No.  36,  in  F  minor 

No.  18,  in  G  sharp  minor  No.  38,  in  F  sharp  minor 

No.  24,  in  B  minor  No.  40,  in  G  minor 

No.  28,  in  C  sharp  minor 

OUTLINE  ANALYSIS  OF  BACH'S  FORTY-EIGHT  FUGUES. 

By  Brook  Sampson.    3s.  net. 

BALFE:  HIS  LIFE  AND  WORK.  By  Wm.  Alexander 
Barrett.    Over  300  pages.    Crown  8vo,  cloth,  12s.  6d.  net. 

A  CRITICAL  STUDY  OF  BEETHOVEN'S  NINE  SYM- 
PHONIES, with  a  Few  Words  on  His  Trios  and 
Sonatas,  a  Criticism  of  "  Fidelio  "  and  an  Introductory 
Essay  on  Music.  By  Hector  Berlioz.  Translated  from 
the  French  by  Edwin  Evans,  Senior.  Portrait.  Crown 
8vo,  cloth,  21s.  net. 

BEETHOVEN  AND  HIS  PIANO  WORKS  (Sonatas,  Con- 
certos, Variations,  etc.).  Descriptive  and  Analytic  Aid 
to  their  Understanding  and  Rendering.  By  Herbert 
Westerby.  With  list  of  Principal  Editions  and  Bib- 
liography. 3  illustrations,  45  music  examples.  Crown 
8vo,  cloth,  10s.  net. 

BEETHOVEN'S  PIANOFORTE  SONATAS  Explained  for  the 
Lovers  of  the  Musical  Art.  By  Ernst  von  Elterlein. 
Translated  by  E.  Hill,  with  Preface  by  Ernst  Pauer. 
Revised  Edition  (the  Seventh  issue).  With  Portrait, 
and  View  of  Beethoven's  House.  Crown  8vo,  cloth, 
10s.  net. 

"  He  writes  with  the  ripe  knowledge  and  thorough  understanding  of 
a  practical  musician.  Every  musioal  student  or  amateur  can  safely  trust 
him  as  a  competent  and  agreeable  guide." — E.  Paueh. 
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"The  Immortal  Nine." 

BEETHOVEN'S  NINE  SYMPHONIES.  Fully  Described 
and  Analysed.  A  Series  of  Chapters  giving  a  complete 
Account  of  Thematic  Material  and  auxiliary  Motives  : 
an  Analytical  Chart  of  each  Movement ;  full  Technical 
Descriptions  of  Developments ;  Particulars  of  Formal 
and  Rhythmic  Features  ;  Epitomical  Tables,  etc.  Illus- 
trated by  637  Musical  Examples.  By  Edwin  Evans 
(Senior),  author  of  "Handbook  to  the  Vocal  Works  of 
Brahms,"  etc.  Cloth,  Vol.  I  (Nos.  1  to  5),  17s.  6d.  net. 
Vol.  II  (Nos.  6  to  9),  out  of  print. 

BEETHOVEN'S  SYMPHONIES  in  their  Ideal  Significance, 
Explained  by  Ernst  von  Elterlein.  Translated  by 
Francis  Weber.  With  an  Account  of  the  Facts  Relat- 
ing to  Beethoven's  Tenth  Symphony.  By  L.  Nohl. 
Second  Edition,  with  Portrait.  Crown  8vo,  cloth, 
10s.  net. 

BEETHOVEN'S  SYMPHONIES  Critically  Discussed  by  Alex- 
ander Teetgen.  With  Preface  by  John  Broadhouse. 
Second  Edition.    Post  8vo,  cloth,  6s.  6d.  net. 

BEETHOVEN'S  PIANO  SONATAS.  A  Descriptive  Com- 
mentary on  the  Sonatas  in  the  light  of  SchnabePs  In- 
terpretations;  giving  an  aesthetic  Appreciation  of  each 
Sonata,  with  an  Outline  of  the  Development  of  the 
Sonata  Form  in  Beethoven's  hands.  With  a  Biographi- 
cal Sketch  of  Schnabel  and  an  account  of  his  activity  as 
an  executant,  composer  and  teacher.  By  Rudolf  Käst- 
ner. Englished  by  Gerald  Abraham.  55  pages,  post 
8vo,  cloth,  5s.  6d.  net  (paper,  3s.  6d.  net). 

NOTES  ON  THE  INTERPRETATION  OF  24  FAMOUS  PIANO 
SONATAS  OF  BEETHOVEN.  By  J.  Alfred  John- 
stone (author  of  "The  Art  of  Teaching  Piano 
Playing,''  "  Piano  Touch,  Phrasing  and  Interpretation/' 
etc.).    Portrait,  crown  8vo,  cloth,  12s.  6d.  net. 

BEETHOVEN.     By  Richard  Wagner.     With  a  Supplement 

from  the  Philosophical  Works  of  Arthur  Schopenhauer. 

Translated   by   Edward   Dannreuther.     Third   Edition. 

Crown  8vo,  cloth,  12s.  net. 

"  It  is  a  plain  duty  to  be  familiar  and  even  intimate  with  the  opinion 

of   one    famous    man    about    another.     Gladly    therefore    we    welcome    Mr. 

Dannreuther's    translation    of   the    work    before    us.     Mr.    Dannreuther    has 

achieved    his   task    with    the    conscientiousness   of    his    nature    and    with    a 

success  due  to  much  tact  and  patience." — Musical  Times. 

"  This  work  contains  his  contributions  towards  the  metaphysics  of 
music,  if,  indeed,  suoh  can  be  said  to  exist.  Apart,  however,  from  meta- 
physics, the  work  is  an  exposition  of  Wagner's  thoughts  on  the  signifi- 
cance of  Beethoven's  music." — Grove's  Dictionary. 
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BERLIOZ   AND    THE    ROMANTIC   CENTURY.      By   J. 

Barzun.     Two    volumes.      18    illustrations.      Demy   8vo, 

cloth,  42s.  net. 
This  monumental  work,  on  which  Professor  Barzun  has 
been  engaged  for  twenty  years,  is  the  first  comprehensive 
book  on  Berlioz  in  the  English  language. 

BORODIN  THE  COMPOSER  AND  HIS  MUSIC.  A  Descrip- 
tive and  Critical  Analysis  of  his  Works  and  a  Study 
of  his  Value  as  an  Art  Force.  With  many  references 
to  the  Russian  Kouchka  Circle  of  Five — Balakirev, 
Moussorgsky,  Cesar  Cui  and  Rimsky-Korsakov,  with 
Borodin.  By  G.  E.  H.  Abraham.  With  5  Portraits. 
Thick  crown  8vo,  cloth,  15s.  net. 

LIFE  OF  JOHANNES  BRAHMS.  By  Florence  May.  Second 
Edition.  Revised  by  the  Author,  with  additional  matter 
and  Illustrations,  and  an  Introduction  by  Ralph  Hill.  In 
2  vols.,  8vo,  cloth,  35s.  net. 

LIFE  OF  CHOPIN.  By  Franz  Liszt.  New  and  very  much 
Enlarged  Edition.  Translated  in  full  now  for  the  first 
time  by  John  Broadhouse.    Second  Edition,  Corrected. 

Crown  8vo,  cloth,  16s.  net. 

"  Franz  Liszt  has  written  a  charming  sketch  of  Chopin's  life  and  art." 
—Encyclopedia  Britannica. 

"  Liszt's  criticisms  upon  his  separate  works  have  all  the  eloquent  mys- 
ticisms to  be  expected  from  him ;  and  the  biography  is  a  book  musicians 
will  always  prize."— Sunday  Times. 

George  Sand  describes  it  as  "  un  peu  exuberent  en  style,  mais  rempli 
de  bonnes  choses  et  de  tres   belles  pages." 

CHOPIN,  HIS  LIFE  AND  LETTERS.  By  Moritz  Kara- 
sowski.  Translated  by  Emily  Hill.  Third  Edition, 
with  additional  Letters  in  Polish  with  English  transla- 
tion, Chopin  to  Grzymala,  and  extra  Illustrations. 
Fourteen  Illustrations.    Crown  8vo,  cloth,  25s.  net. 

Karasowski  was  a  close  friend  of  the  family  of  Chopin  and  was  in- 
timate with  them  for  several  years.  He  was  given  access  to  the  letters, 
many  of  which  were  subsequently  destroyed  during  the  Warsaw  insur- 
rection, written  by  Chopin  to  his  family  in  Poland  throughout  his  life 
abroad.  These  facts  give  this  work  particular  value,  and  to  it  we  are 
also   indebted  for  valuable  information   regarding   Chopin's  life. 

CHOPIN'S  GREATER  WORKS  (Preludes,  Ballads,  Noc- 
turnes, Polonaises,  Mazurkas).  How  they  should  be 
Understood.  By  J.  Kleczynski.  Including  Chopin's 
Notes  for  a  "  Method  of  Methods."  Translated  with 
additions  by  N.  Janotha  and  Edited  by  Sutherland 
Edwards.  Second  Edition.  With  three  Portraits  and 
a  Facsimile.    Crown  8vo,  cloth,  8s.  6d.  net. 
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FREDERIC  CHOPIN,  Critical  and  Appreciative  Essay.  By 
J.  W.  Davison,  forty  years  Music  Critic  of  "The 
Times."    8vo,  3s.  net. 

CHOPIN:  AS  REVEALED  BY  EXTRACTS  FROM  HIS 
DIARY.  By  Count  Taknowski.  Translated  from  the 
Polish  by  N.  Janotha.  With  eight  Portraits.  Crown 
8vo,  cloth,  6s.  net  (or  paper  cover,  3s.  6d.  net). 

In  the  above  notes  Chopin  alludes  to  many  of  his  compositions  as  well 
as  relating-   the  conditions   under  which   they   were   written. 

CHOPIN  THE  COMPOSER  AND  HIS  MUSIC.  An  Ana- 
lytical  Critique  of  Famous  Traditions  and  Interpreta- 
tions, as  exhibited  in  the  Playing  of  Great  Pianists, 
Past  and  Piesent.  By  John  F.  Porte.  With  portrait. 
193  pages,  crown  8vo,  cloth,  10s.  6d.  net. 

"  Your  excellent  book  gives  me  supreme  pleasure.  You  judge  tradition 
io  well.  I  thank  you  for  your  artistic  sympathy  and  your  wonderful 
book." — Moeitz    Rosenthal. 

HOW  TO    PLAY    CHOPIN.     The   Works   of   Chopin.    Their 

Proper  Interpretation.     By  J.  Kleczynski.     Translated 

hy    A.    Whittingham.     Sixth    Edition.     Woodcut    and 

Music  Illustrations.    Crown  8vo,  cloth,  7s.  6d.  net. 

"  Contains  the   cream    of   Chopin's  instructions   to   his  own   pupils.    To 

admirers  of  Chopin  and  players  of  his  musio  we  should  say  this  book  is 

indispensable." — Bazaar. 

HANDBOOK  TO  CHOPIN'S  WORKS.  Detailed  Account  of 
all  Compositions  of  Chopin.  Short  Analyses  for  Piano 
Student  and  Critical  Quotations  from  Writings  of 
Well-known  Musical  Authors.  Also  a  Short  Biography, 
Critical  Bibliography  and  a  Chronological  List  of 
Works,  etc.  By  G.  C.  A.  Jonson.  Third  edition. 
Crown  8vo,  cloth,  18s.  net. 

"  Here  in  one  compact  volume,  is  all  that  it  is  necessary  to  know  about 
Chopin  and  his  works  except  by  the  leisured  enthusiast."— Daily  Chronicle. 

CHERUBINI,  LIFE  OF.  By  F.  J.  Crowest.  Crown  8vo, 
cloth,  6s.  net. 

CHERUBINI.     Memorials    illustrative    of    his    Life.     By    E. 
Bellasis.    Thick  crown  8vo,  cloth,  15s.  net. 
Standard  biography  of  Cherubini. 

CESAR  FRANCK.  Personal  Reminiscences.  By  J.  W.  Htn- 
ton,  M.A.,  Mus.D.     Crown  8vo,  limp  cloth,  5s.  net. 

GLUCK  AND  HIS  OPERAS.  With  an  Account  of  their  Rela- 
tion to  Musical  Art.  By  Hector  Berlioz.  Translated 
from  the  French  by  Edwin  Evans,  Senior.  Portrait. 
Crown  8vo,  cloth,  10s.  net. 
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HANDEL'S  "MESSIAH."  The  Oratorio  and  its  History. 
A  Handbook  of  Hints  and  Aids  to  its  Public  Perform- 
ance, with  useful  Notes  on  each  Movement,  as  well  as 
Numerous  References  and  much  Original  Information. 
By  J.  Allanson  Benson.     Cloth,  6s.  net  (paper  3s.  net). 

LISZT,  COMPOSER,  AND  HIS  PIANO  WORKS.  Descrip- 
tive Guide  and  Critical  Analysis,  written  in  a  popular 
and  concise  style.  By  Herbert  Westerby,  Mus.Bac. 
Lon.,  etc.  5  illustrations,  24  music  examples.  336  pp., 
crown  8vo,  cloth,  12s.  6d.  net. 

THE  ORGAN  PARTS  OF  MENDELSSOHN'S  ORATORIOS 
AND  OTHER  CHORAL  WORKS.  Analytically  Con- 
sidered. By  Orlando  A.  Mansfield,  Mus. Doc,  F.B.C.O. 
Numerous  Musical  Examples.  Crown  8vo,  cloth,  10s.  net. 
net. 

HOW  TO  INTERPRET  MENDELSSOHN'S  "  SONGS  WITH- 
OUT WORDS  "  (the  celebrated  "  Lieder  ohne  Worte  "). 
A  Readable  and  Useful  Guide  for  All.  Gives  the  Piano 
Student  helpful  Insight  into  the  first  Principles  of 
Form  in  Music.  By  Charles  W.  Wilkinson.  With 
portrait  and  facsimile  of  MS.  Crown  8vo,  cloth,  6s.  net 
(paper,  3s.  6d.  net). 

These  notes  on  each  of  the   "  Lieder  "  will  help  the  student  in  playing 
these  homely  and  easily  intelligible  compositions. 

ANALYSIS    OF    MENDELSSOHN'S    ORGAN     WORKS.      A 

Study  of  their  Structural  Features.  For  the  Use  of 
Students.  By  Joseph  W.  G.  Hathaway,  Mus.B.  Oxon. 
127  Musical  Examples.  Portrait  and  Facsimiles.  Crown 
8vo,  cloth,  8s.  6d.  net. 

MOZART  :  a  Commemorative  Address  read  before  the  Posi- 
tivist Society.    By  V.  Lushington.    8vo,  2s.  net. 
Mozart  and  Religion. 

MOZART  AND  THE  SONATA  FORM  :  A  Companion  Book 
to  any  Volume  of  the  Sonatas  for  Piano,  including  an 
Analysis  of  the  Form  of  each  Movement,  with  Notes 
upon  Treatment  and  Tonality,  by  J.  R.  Tobin,  Mus.B. 
Crown  8vo,  cloth,  10s.  net. 

THE  SONATA  :  Its  Form  and  Meaning,  as  Exemplified  in 
the  Piano  Sonatas  by  Mozart.  A  Descriptive  Analysis, 
with  Musical  "Examples.  By  F.  H.  Marks.  Sq.  8vo, 
well  printed  on  good  paper,  cloth,  15s.  net;  paper, 
10s.  6d.  net;  or  in  two  volumes  (Nos.  1  to  9  and  10  to  20), 
paper,  each  6s.  net. 


BOOKS  ABOUT  MUSICIANS  AND  TREIB  WOBKS.    13 

QUESTIONS    ON    MOZART'S    SONATAS,    both   Educational 

and  Suggestive.  By  F.  Helena  Marks.  Aid  and  Com- 
panion to  the  Study  of  the  Author's  work,  "The  Son- 
ata :  Its  Form  and  Meaning  as  Exemplified  in  the 
Piano  Sonatas  by  Mozart."  For  Teachers  and  Stu- 
dents.    2s.  6d.  net. 

PURCELL.  By  William  H.  Cummings,  Mus.Doc.  Crown 
8vo,  cloth,  6s.  net. 

RACHMANINOFF.  An  Exhilarating  Biographical  Study 
of  this  Genius  of  the  Keyboard.  By  Watson  Lyle. 
With  Critical  Survey  of  his  Works  as  recorded  on 
Gramophone  Records,  also  his  Playing  of  other  Com- 
posers' Works.  Preface  by  Leff  Pouishnoff.  Two 
Portraits  and  List  of  Works.  Crown  8vo,  cloth, 
15s.  net. 

FRANZ  SCHUBERT,  Man  and  Composer.  A  Vivid  Story 
of  a  Charming  Personality.  By  C.  Whitaker-Wiison. 
With  Original  Translations  into  English  of  eight  Well- 
known  Schubert  Songs,  together  with  the  Music  for  the 
Voice.  Portraits  and  Illustrations  of  Schubert  and  his 
Friends.  Handsome  volume,  thick  crown  8vo,  cloth 
gilt,  15s.  net. 

Schubert — the  most  poetical  musician  that  ever  was. — Liszt. 
Schubert — the  man   with  the  Divine  Spark. — Beethoven. 

HENRY    SMART'S    ORGAN    COMPOSITIONS    ANALYSED. 

By  J.  Broadhouse.    Crown  8vo,  cloth,  5s.  net. 

TEMPLETON  AND  MALIBRAN.  Reminiscences  of  these 
Renowned  Singers,  with  Original  Letters  and  Anec- 
dotes. Three  Authentic  Portraits  by  Mayall.  8vo, 
cloth,  10s.  net. 

WAGNER'S  TEACHINGS  BY  ANALOGY.  His  Views  on 
Absolute  Music  and  of  the  Relations  of  Articulate  and 
Tonal  Speech,  with  Special  Reference  to  "  Opera  and 
Drama."  A  Series  of  Papers  for  the  Student.  By 
Edwin  Evans,  Senior,  F.R.C.O.  Crown  8vo,  cloth, 
6s.  net;  paper,  3s.  6d.  net. 

The  above   forms  an   introduction   to  Wagner's   Prose  Writings. 

WAGNER'S  "  PARSIFAL."  And  the  Bayreuth  Fest-Spiel- 
haus.     By  N.  Kilburn.     Paper,  Is.  net. 

WAGNER  SKETCHES,  1849.  A  Historical  Retrospect  in 
vindication  of  Wagner.  By  William  Ashton  Ellis. 
Cloth,  3s.  6d.  net  (paper  2s.  net). 
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OPERA  AND  DRAMA.  By  Richard  Wagner.  Translated 
by  Edwin  Evans,  Senior,  F.R.C.O.  Vol.  I:  Part  I. 
Opera  and  the  Essence  of  Music.  Part  II.  The  Stage- 
Play  and  Dramatical  Poetic  Art  in  the  Abstract.  Vol. 
II :  Part  III.  Poetry  and  Music  in  the  Drama  of  the 
Future.  The  Three  Parts  in  2  vols.  Portrait.  Crown 
8vo,  cloth,  30s.  net. 

The  value  of  the  study  of  Wagner's  prose  writing  as  an  education  to 
the  musical  student  cannot  be  over-estimated,  and  amongst  these  prose 
writings  "  Opera  and  Drama  "  may  be  considered  his  principal  critical 
and  theoretical  production.  Without  a  study  of  its  contents  no  true  and 
lasting   understanding  of  opera   can   be    arrived    at. 

Wagner   writing   to   his   friend   Uhlig   said : 

*'  Here  you  have  my  testament;  1  may  as  well  die  now — anything  fur- 
ther that  I  could  do  seems  to  me  a  useless  piece  of  luxury." 

Ernest  Newman  in  "  A  Study  of  Wagner,"  writes :  "  Although  there 
appears  here  and  there  in  his  prose-work  something  of  the  vast  synthetic 
power  of  his  musical  imagination — such  a  work  as  '  Opera  and  Drama,' 
for  instanoe,  finally  compelling  our  admiration  for  its  tenacity  of  pur- 
pose and  the  breadth  of  vision  that  sweeps  so  far  before  and  after." 

WAGNER'S  PROSE  WORKS.  Translated  by  Wm.  Ashton 
Ellis.  Vol.  I,  The  Art-Work  of  the  Future,  etc.,  21s.  net; 
Vol.  II,  Opera  and  Drama,  out  of  print;  Vol.  Ill,  The 
Theatre,  21s.  net;  Vol.  IV,  Art  and  Politics,  21s.  net; 
Vol  V,  Actors  and  Singers,  out  of  print;  Vol.  VI,  Reli- 
gion and  Art,  out  of  print ;  Vol.  VII,  In  Paris  and  Dres- 
den, 35s.  net;  Vol.  VIII,  Posthumous,  etc.,  out  of  print. 
Complete  sets  are  occasionally  available.  Apply  to  the 
publishers  of  this  list  for  particulars. 

DIARY  OF  A  PILGRIM  IN  THE  NETHERLANDS.  The  Holy 
Grail  in  Bruges  and  Other  Impressions  of  Travel. 
Bruges,  Courtrai,  Tournai,  Amsterdam,  the  Hague,  Ant- 
werp. By  Rose  Koenig.  Crown  8vo,  cloth,  3s.  6d.  net 
(paper  covers,  2s.  net). 

HOW  TO  UNDERSTAND  WAGNER'S  "  RING  OF  THE 
NIBELUNG."  Being  the  Story  and  a  Descriptive  Ana- 
lysis of  the  «Rheingold,"  the  "  Valkyr,"  "Siegfried" 
and  the  "  Dusk  of  the  Gk)ds."  With  Musical  Examples 
of  the  Leading  Motives  of  each  Drama.  By  Gustave 
Kobbe.  Together  with  a  Sketch  of  Wagner's  Life.  By 
N.  Kilburn,  Mus.Bac.  Cantab.  Seventh  Edition,  with 
Additions,  a  Portrait  and  Facsimile.  Post  8vo,  cloth, 
7s.  6d.  net. 

"  Description  and  analysis  go  hand  in  hand  with  the  narration  of  the 
tory.  Musical  examples  are  given  as  aids  to  the  identification  of  the 
mding"  motives  and  an  index  makes  it  easy  for  any  reader  to  turn  up 
ly   particular   motive   instantly." — Yorkshire   Observer. 

MY     RECOLLECTIONS      OF      RICHARD     WAGNER.       By 

August  Lesimple.     Post  8vo,   cloth,   3s.   6d.   net   (paper 
covers,  2s.  net). 
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WAGNER.  A  Sketch  of  his  Life  and  Works.  By  N.  Kil- 
burn,  Mus.Bac.  Cantab.    Paper,  Is.  net. 

ON  CONDUCTING.  By  Richard  Wagner.  Translated  by 
Edward  Dannreuther.  Fourth  Edition.  Crown  8vc, 
cloth,  7s.  6d.  net. 

"  One  of  the  finest  of  his  minor  publications,  and  to  the  professional 
musician,  perhaps  the  most  instructive,  giving  his  views  as  to  the  true 
way  of  rendering  classical  music,  with  numerous  directions  how  to  do  it, 
and  how  not  to  do  it,  together  with  many  examples  in  musical  type  from 
the  instrumental  works  of  Beethoven,  Weber,  Mozart,  etc." — Grove's 
Dictionary. 

WAGNER.  "Ring  of  the  Nibelungen."  Being  the  Story 
concisely  told  of  "  Das  Rheingold, "  "  Die  Walküre," 
"  Siegfried "  and  "  Götterdämmerung."  By  N.  Kil- 
burn,  Mus.Bac.     Cantab.     Crown  8vo,  paper,  2s.  net. 

THREE  IMPRESSIONS  OF  BAYREUTH.  The  1908  and 
Previous  Wagner  Festivals.  By  Rose  Koenig.  With 
Two  Facsimile  Programmes.  Crown  8vo,  cloth,  3s.  6d. 
net  (paper,  2s.  net). 


HISTORY  OF  MUSIC,  AND  OF  MUSICAL 
INSTRUMENTS. 

STRINGED     INSTRUMENTS     OF     THE     MIDDLE     AGES. 

Their  Evolution  and  Development.  By  Horten  re 
Panum.  English  edition,  revised  and  edited  by  Jeffrey 
Pulver.  A  detailed  and  comprehensive  history,  with 
illustrations,  of  the  evolution  of  the  mediaeval  stringed 
musical  instruments  from  their  first  appearance  in  the 
records  of  the  earliest  civilisations,  through  their 
gradual  development  in  the  Greek,  Roman  and  Chris- 
tian eras  down  to  more  recent  times.  400  illustrations, 
8vo,  cloth,  pp.  ix,  511,  35s. 

Many  years  of  travel  and  research  were  necessary  to  make  the  produc- 
tion of  this  work  possible.  The  author,  in  addition,  has  most  pains- 
takingly rearched  mediaeval  literature  and  the  records  of  contemporary 
art  for  references  to  and  descriptions  of  the  instruments  dealt  with, 
and  it  is  believed  that  the  account  here  given  of  them  is  as  complete  as 
it   is  possible  to  make   it. 

The  book  is  most  generously  illustrated  and  carefully  indexed  by  the 
editor.  No  pains  have  been  spared  to  secure  drawings  or  photographs 
of  practically  every   type  mentioned. 

TRIBAL  MUSIC  AND  DANCING  IN  THE  SOUTHERN 
SUDAN,  at  Social  and  Ceremonial  Gatherings.  A  de- 
scriptive account  of  the  music,  rhythm,  etc.,  from  per- 
sonal observation.  By  Dr.  A.  N.  Tucker.  5  illustra- 
tions, 61  music  examples  illustrating  the  dances,  songs 
and  rhythm.  57  pages,  demy  8vo,  10s.  6d.  net  (or  paper, 
6s.  6d.  net). 

HISTORY  OF  THE  TRUMPET  of  Bach  and  Handel.  A 
New  Point  of  View  and  New  Instruments.  Forming  a 
History  of  the  Trumpet  and  its  Music,  from  its  earliest 
use  as  an  artistic  instrument  to  the  middle  of  the  18th 
century.  Special  reference  given  to  its  employment  by 
Bach  and  Handel,  and  the  correct  modern  performance 
of  old  parts ;  including  a  description  of  the  new  instru- 
ment invented  by  the  author  for  this  purpose.  By 
Werner  Menke.  Englished  by  Gerald  Abraham.  With 
5  plates  and  music  supplement.  English  and  German 
text.    223  pages,  crown  8vo,  cloth,  15s.  net. 

BOWED  HARP  (THE).  A  Study  showing  Fresh  Li^ht  on 
the  History  of  Early  Musical  Instruments.  By  Otto 
Andersson,  Ph.D.,  President  of  the  Swedish  University 
at  Äbo.  From  the  Original  Swedish  Edition,  revised  by 
the  Author.  The  Translation  Edited  with  additional 
footnotes  by  Kathleen  Schlesinger.  116  Illustrations, 
Bibliography  and  Index.  340  pages,  8vo,  cloth, 
30s.  net. 

"  A    valuable    contribution    to    the    literature    about    early    musical    in 
struments."— T7U  Strad. 
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MUSIC  IN  MEDIEVAL  SCOTLAND.  By  Dr.  Henry  G. 
Farmer.  Introduction  by  Sir  Richard  R.  Terry, 
Mus. Doc.    8vo,  sewed,  5s.  net. 

MUSIC  OF  THE  MOST  ANCIENT  NATIONS,  Particularly 
of  the  Assyrians,  Egyptians  and  Hebrews  ;  with  special 
reference  to  Discoveries  in  Western  Asia  and  in  Egypt. 
By  Carl  Engel.  This  issue  has  large  size  reproduc- 
tions of  Harp  unearthed  at  Ur  (1928),  and  of  Silver 
Military  Trumpet  from  the  Tomb  of  Tut-Ankh-Amen 
in  the  Valley  of  the  Kings  (unearthed  1926).  The 
volume  has  about  100  illustrations.  Thick  8vo,  cloth, 
30s.  net. 

STORY  OF  INDIAN   MUSIC  AND  ITS   INSTRUMENTS.     A 

Study  of  the  Present  and  a  Record  of  the  Past.  To- 
gether with  Sir  William  Jones'  celebrated  Treatise  in 
full.  With  19  Plates,  chiefly  of  Instruments,  7  Music 
Illustrations  and  a  Map.  By  Ethel  Rosenthal, 
A.R.C.M.,  F.R.G.S.    Crown  8vo,  cloth,  15s.  net. 

OPERA  STORIES  OF  TO-DAY  AND  YESTERDAY,  Retold 
Act  by  Act  (including  Wagner's  5  "  The  Ring  "  Operas). 
By  Edmondstoune  Duncan.    Complete,  cloth,  6s.  6d.  net. 

A  racy   account  of  the  plots  and  histories  of   fifty   famous  operas,    from 
Purcell,*  Gluck  and  Mozart,  to  Richard  Strauss  and  Ethel  Smyth. 

OLD  ENGLISH  PSALMODY.  By  W.  T.  Brooke.  First 
Series  :  From  the  Accession  of  Edward  VI  to  the  Re- 
storation of  Charles  II,  1547-1660.  Second  Series : 
Psalmists  from  1660-1800.  Crown  8vo,  paper  covers, 
3s.  6d.  net  each  series. 

THE  GIPSY  IN  MUSIC.  By  Franz  Liszt.  Englished  for 
the  first  time  by  Edwin  Evans,  Senior,  and  preceded  by 
an  Essay  on  Liszt  and  his  Work. 

Gipsy  and  Jew,  Two  Wandering  Races. 

Gipsy  Life  in  Relation  to  Art. 

Gipsy  Music  and  Musicians. 
The  result  of  the  Author's  long  Experience  and  Investi- 
gations of  the  Gipsies  and  their  Music.     With  Portraits 
of   the   Author,   etc.     In   two   handsome   volumes,    8vo, 
cloth,  30s.  net. 

ARABIC  MUSICAL  MANUSCRIPTS  IN  THE  BODLEIAN 
LIBRARY.  Plate  of  two  Musical  Instruments  from  early 
Arabic  Manuscripts.  By  H.  G.  Farmer,  M.A.,  Ph.D. 
8vo,  sewed,  10s.  net. 

HISTORY  OF  THE  HARP.  From  the  Earliest  Period.  By 
John  Thomas  (Pencerdd  Gwalia).  8vo,  paper  covers, 
6s.  net. 
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HISTORY  OF  RUSSIAN  MUSIC  By  M.  Montagu-Nathan. 
Being  an  Account  of  the  Rise  and  Progress  of  the  Rus- 
sian School  of  Composers.  With  a  Survey  of  their  Lives 
and  a  Description  of  their  Works.  Frontispiece.  2nd 
Edition,  Revised.     Thick  crown  8vo,  cloth,   15s.  net. 

"  Mr.  Montagu-Nathan's  book  breaks  new  ground ;  it  introduces  the  Eng- 
lish reader  to  a  number  of  composers  many  of  whom  until  recently  were 
nothing  more  than  names.  Mr.  Montagu-Nathan  presents  a  vast  amount  of 
new  material  to  the  musio-loving  public  of  this  country  ....  his  book 
should  find  many  eager  readers."— Manchester  Courier. 

"  .  .  .  .  We  want  a  book  packed  full  of  hard  stuff.  This  we  get  at  its 
best  in  ...  .  Mr.  Montagu-Nathan's  '  History.'  "Saturday  Review. 

MUSIC    AND    MUSICAL    INSTRUMENTS    OF    THE    ARAB, 

with  Introduction  on  How  to  Appreciate  Arab  Music 
by  Francesco  Salvador-Daniel  (Director,  Paris  Con- 
servatoire of  Music,  1871).  Edited  with  Notes,  Mem- 
oir, Bibliography  and  thirty  Examples  and  Illustrations, 
by  Dr.  H.  G.  Farmer.    Crown  8vo,  cloth,  25s.  net. 

IRISH  MUSICAL  HISTORY,  Introductory  Sketch  of,  by 
W.  H.  Grattan  Flood.  A  compact  Record  of  the  Pro- 
gress of  Music  in  Ireland  during  1,000  Years.  Portraits. 
Crown  8vo,  cloth,  5s.  6d.  net  (paper  3s.  net). 

RISE  AND  DEVELOPMENT  OF  OPERA.  Embracing 
a  Comparative  View  of  the  Art  in  Italy,  Germany, 
France  and  England.  By  Joseph  Goddard.  Showing 
the  Cause  of  the  Falling  Back  of  the  English  School  in 
the  Modern  Period,  and  the  Compensation  which  that 
Involved.  Numerous  Musical  Examples,  Portraits  and 
Facsimiles.     Crown  8vo,  cloth,  12s.  6d.  net. 

RISE      AND      DEVELOPMENT      OF      MILITARY      MUSIC. 

By  Dr.  H.  G.  Farmer.  With  Illustrations  of  Early  In- 
struments and  Musical  Examples,  and  Short  Biographi- 
cal Notices  of  all  the  Staff  Bandmasters.  Preface  by 
Lieut.  A.  Williams,  M.V.O.,  Mus. Doc,  Bandmaster  of 
Grenadier  Guards.     Crown  8vo,  cloth,  15s.  net. 

CATECHISM   OF   MUSICAL   HISTORY   AND   BIOGRAPHY 

By  F.  J.  Crowest.  Revised  and  Enlarged  Edition. 
Tenth  Thousand.  187  pages.  Post  8vo,  cloth,  5s.  net 
(paper,  2s.  6d.  net). 

Musical  Education  says :  "  An  excellent  little  book — yet  not  so  little 
since  it  contains  an  immense  amount  of  information — historical,  bio- 
graphical   and   critical — in    a    very    small    compass." 

THE  TROUBADOUR  AS  MUSICIAN,  Past  and  Present.  By 
C.  A.  Harris.    Cloth,  5s.  net  (paper,  2s.  6d.  net). 


HISTOBY.  19 


POLISH  MUSIC  AND  CHOPIN,  ITS  LAUREATE.  A  His- 
torical Account  from  995  to  the  Present  Time,  including 
Chopin  and  his  Works.  By  E.  Rayson.  Four  Portraits. 
Square  8vo,  cloth,  5s.  net  (paper,  3s.  6d.  net). 

NATIONAL  MUSIC  OF  THE  WORLD.  By  H.  F.  Chorley. 
Edited  by  H.  G.  Hewlett.  Many  Music  Examples. 
New  Issue,  with  Index  added.    Crown  8vo,  cloth,  10s.  6d. 

net. 
Treats  of   the    national  tunes,   folk-songs  and   airs  of  various   races   of 
the  world.    The  chapters  are  undoubtedly  marked  in  a  high  degree  with 
the   critio's  aoumen,   attesting   the   wide   range  of   Chorley*i  learning. 

CHRONOMETRICAL     CHART     OF     MUSICAL     HISTORY. 

Presenting  a  Bird's  Eye  View  from  the  Pre-Christian 
Era  to  the  XXth  Century.  By  C.  A.  Harris,  A.B.C.O., 
etc.  On  linen,  folded  in  case,  5s.  net  (on  special  paper, 
2s.  6d.  net). 

"  Sure  to  be  very  useful  to  students  ....  excellently  arranged  and 
seems  to  be  very  accurate  and  thorough." — Dr.  Ralph  Dunstan. 

HISTORICAL  FACTS  FOR  THE  ARABIAN  MUSICAL  IN- 
FLUENCE ON  MUSICAL  THEORY.  By  Henry 
George  Farmer,  M.A.,  Ph.D.  Thick  crown  8vo,  cloth, 
27s.  6d.  net. 

Dr.  Farmer's  researches  into  the  Mnsic  or  the  Arabs  of  the  Middle 
Ages,  a  period  when  these  people  led  the  world's  culture,  have  universal 
recognition.  He  now  throws  a  flood  of  fresh  light  on  many  obscure 
corners   in  the  History  of  Mediaeval  Music. 

The  present  work  undoubtedly  breaks  fresh  ground  in  history,  and  is 
from  the  hands  of  a  scholar. 

THE  PAST  AND  THE  FUTURE.  An  Inaugural  Lecture  at 
Gresham  College.  By  Sir  F.  Bridge,  Mus.Doc.  Crown 
8vo,  sewed,  Is.  net. 

THE  WORLD'S  EARLIEST  MUSIC.  Traced  to  its  Begin- 
nings in  Ancient  Lands.  By  collected  Evidences  of 
Relics,  Records,  History  and  Musical  Instruments,  from 
Greece,  Etruria,  Egypt,  China,  through  Assyria  and 
Babylonia  to  the  Primitive  Home,  the  Land  of  Akkad 
and  Sumer.  By  Hermann  Smith.  With  sixty-five  full- 
page  Illustrations  and  Cuts,  nearly  400  pages.  Crown 
8vo,  cloth,  21s.  net. 

THE      GROWTH      AND      DEVELOPMENT      OF       MUSIC. 
Chapters  on  the  Study  of  Musical  History.     By  Edward 
Dickinson.     With   Annotated    Guide   to   Music   Litera- 
ture.    Over  400  pages.     Thick  8vo,  cloth,   18s.  6d.  net. 
Ernest   Newman    (Manchester    Guardian)    writes :    " the    extent 

and    the   accuracy    of    the    information    conveyed    make    the    book    indis 

pensable  to  students  and  to  public  libraries." 

GENERAL  HISTORY  OF  MUSIC  from  the  Infancy  of  the 
Greek  Drama  to  the  Present.  By  W.  S.  Rockstro. 
Fourth  Edition,  535  pages.    Thick  8vo,  cloth,  21s.  net. 

TREATISE  ON  BYZANTINE  MUSIC.  By  S.  G.  Hatherley. 
208   Musical   Examples.      162  pages,   4to,   cloth,   25s.   net. 

There  are  upwards  of  50  unabbreviated  musical  pieces,  ancient  and 
modern,   from   Greek,   Russian,   Turkish  and   Egyptian   sources,   given   and 


fully   analysed. 


ORCHESTRAL. 

THE  CHAMBER  AND  ORCHESTRAL  WORKS  OF 
JOHANNES  BRAHMS.  FIRST  SERIES  TO  OP.  67.  His. 
torical,  Descriptive  and  Analytical  Account  of  each 
Work  treated  in  the  order  of  the  Opus  number,  and 
preceded  by  a  Didactic  Section.  With  Exhaustive 
Structural,  Thematic  and  Rhythmical  Analyses,  and  a 
complete  Rhythmical  Chart  of  each  Movement.  By 
Edwin  Evans,  Senior.  With  435  music  examples  and 
tables.     8vo,  cloth,  30s.  net. 

THE  CHAMBER  AND  ORCHESTRAL  WORKS  OF 
JOHANNES  BRAHMS.  SECOND  SERIES,  OP.  68  TO 
THE  END.  By  Edwin  Evans,  Senior.  Uniform  with 
the  above.  With  633  music  examples  and  tables.  8vo, 
cloth,  30s.  net. 

The  above  two  volumes  are  a  complete  technical  account  of  the  chamber 
and  orohestral  musio,  with  the  exception  of  the  two  piano  concertos. 
They  form  a  part  of  the  Historical,  Descriptive  and  Analytical  Account 
of  the  Entire  Works  of  Brahms  advertised  on  page  2. 

ORCHESTRAL  AND  BAND  INSTRUMENTS.  A  Short 
Account  of  the  Instruments  used  in  the  Orchestra,  and 
in  Brass  and  Military  Bands.  By  G.  F.  Broadhead, 
Mus.B.  Dunelm,  L.Mus.T.C.L.  With  24  Illustrative 
Music  Examples.     8vo,  cloth,  5s.  net  (paper,  3s.  net). 

CONCISE     METHOD    OF     INSTRUMENTATION.      How    to 

Write  for  the  Orchestra  and  Arrange  an  Orchestral 
or  Band  Score.  Illustrated  with  Musical  Examples  and 
various  large  folding  Charts  and  Index.  By  Edwin 
Evans,  Senior,  author  of  "  Beethoven's  Nine  Sym- 
phonies Fully  Described  and  Analysed,"  etc.  8vo,  cloth. 
Vol.  I,  15s.  net\  Vol.  II,  15s.  net;  Vol.  I.  How 
to  Write  for  Strings,  Arrangement  of  Scoring  and  Pre- 
paration of  Parts.  With  Charts.  Vol.  II.  How  to 
Write  for  Wood,  Brass  and  Drums,  and  Arrange  a  Band 
Score.     With  large  folding  Charts. 

INSTRUMENTS  AND  ART  OF  THE  ORCHESTRA.  An  In- 
troductory Study.  With  Table  showing  Range  of  each 
Instrument.  By  P.  W.  de  Courcy-Smale,  Mus.JBac. 
Cloth,  6s.  net 

ORCHESTRAL  WIND  INSTRUMENTS,  Ancient  and  Modern 
Being  an  Account  of  the  Origin  and  Evolution  of  Wind 
Instruments  from  the  Earliest  to  the  most  Recent 
Times.  Illustrated  with  Plates  specially  prepared  for 
this  Work,  giving  sixty-one  Examples  of  Instruments 
(or  parts)  described.  By  Ulric  Daubeny.  Important 
original  work,  fully  illustrated  with  beautiful  Reproduc- 
tions taken  from  fine  Photographs  of  the  Actual  In- 
struments.   8vo,  cloth,  21s.  net. 

HANDBOOK  ON  THE  TECHNIQUE  OF  CONDUCTING. 

By  Sir  Adrian  Boult.    Seventh  Edition,  revised.    5s.  net. 
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PRACTICAL  GUIDE  FOR  THE  CONDUCTOR  and  Useful 
Notes  for  the  Orchestra.  By  F.  W.  de  Massi-Hardman. 
With  Music  Examples  and  Diagrams.    3s.  net. 

ART  OF  THE  CONDUCTOR.  A  Suggestive  Guide  to  the 
Theory  and  Practice.  With  41  Diagrams  and  Exam- 
ples. By  Hector  Berlioz.  Translated  by  J.  Broad- 
house.     Cloth,  7s.  6d.  net. 

A  MUSICAL  ZOO.  Twenty-four  Illustrations  displaying  the 
Ornamental  Application  of  Animal  Forms  to  Musical 
Instruments  (Violins,  Viol  da  Gambas,  Guitars,  Poch- 
ette, Serpent,  etc.).  Drawn  from  the  Carved  Examples 
by  Henry  Saint-George.  Cloth,  6s.  net  (paper,  3s.  6d. 
net). 

THE  FUTURE  OF  MUSIC.  Coming  Changes  Outlined  in 
Regard  to  Composer,  Conductor  and  Orchestra.  By 
Louis  Laloy.  Translated  by  Mrs.  Franz  Liebich.  8vo, 
cloth,  3s.  6d.  net  (paper,  2s.net). 

HOW  TO  PLAY  FROM  SCORE.  Treatise  on  Accompani- 
ment from  Score  on  the  Organ  or  Piano.  By  F. 
Fetis.  Translated  by  A.  Whittingham.  With  forty 
pages  of  Examples.     Crown  8vo,  cloth,  7s.  6d.  net. 

This  popular  and  useful  book  might  ha/e  been  entitled  "  The  Art  of 
Making-  Arrangements  for  the  Organ  or  Pianoforte  from  Full  Orchestral 
and  Other  Scores."  It  contains  all  that  is  necessary  to  know  upon  this 
subject. 

ON  CONDUCTING.  By  Richard  Wagner.  Translated  by 
E.  Dannreuther.  Fourth  Edition.  Crown  8vo,  cloth, 
7s.  6d.  net. 

Wetnoartner,  speaking  of  this  celebrated  work,  says  :  "  Wagner's  book 
laid  the  foundation  for  a  new  understanding  of  the  function  of  the  oon- 
duotor,  in  whom  we  now  recognise,  not  only  the  eternal  factor  that  holds 
together  an  orchestral,  choral  or  operatic  performance,  but  above  all  the 
spiritualising   internal  faotor  that   gives  the  performance  its   very  soul." 

Grove's  Dictionary  says  "  One  of  the  finest  of  his  minor  publications, 
t,nd  to  a  professional  musician  perhaps  the  most  instructive.  A  Treatise 
on  Style,  giving  his  views  as  to  the  true  way  of  rendering  classical  music, 
with  minute  directions  how  to  do  it  and  how  not  to  do  it,  together  with 
many  examples  in  musical  type  from  the  instrumental  works  of  Beet- 
hoven, Weber,  Mozart,  etc." 

NOTES  ON  CONDUCTING  AND  CONDUCTORS.     By  T.  R. 

Croger,  F.B.G.S.,  F.Z.S.,  also  the  Organising  and  Con- 
ducting of  Amateur  Orchestras,  with  three  full-page 
Illustrations  of  the  various  "  Beats  "  and  Plan  of  the 
Orchestra.  Fifth  Impression,  Revised  and  Enlarged. 
Crown  8vo,  cloth,  6s.  net  (paper,  3s.  net). 

*'  A  mine  of  good  things." — Musical  Opinion. 

'*  One  of  the  best  guides  to  conducting."— Music   Trades  Review. 

ABOUT  CONDUCTING.  Practical  Advice  on  Concerts, 
Rehearsals,  the  Orchestra,  Players,  Scores  and  Parts,  etc. 
by  Sir  Henry  Wood  (Conductor  and  Organiser  of  the 
Promenade  Concerts).  With  two  plans,  crown  8vo,  cloth, 
5s.  6d.  net. 
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TECHNICS  OF  THE  ORGAN.  An  Illuminative  Treatise  on 
many  Points  and  Difficulties  connected  therewith. 
Special  Treatment  of  Rhythm,  Minimisation  of  the  Use 
of  Accessories,  Extemporisation,  Expressive  Regulation 
of  Organ  Tone  and  Accompaniment.  By  Edwin  Evans, 
Senior,  F.R.C.O.  With  over  100  Music  Examples.  4to, 
cloth,  12s.  6d.  net. 
A  valuable  Book  to  help  a  Moderate  Player  to  become  a  Master. 

NEW  ORGAN  PRINCIPLES  AND  THEIR  INTERPRETA- 
TION. A  Guide  to  and  Suggestions  on  Phrasing  and 
Registration  with  a  view  to  improved  Organ  Playing. 
By  Terence  White.  With  54  music  examples.  Octavo, 
cloth,  6s.  net  (paper  covers,  3s.  6d.  net). 

ORGAN   OF   THE   ANCIENTS   FROM    EASTERN    SOURCES 

(Hebrew,     Syriac    and    Arabic).      By     Henry     George 
Farmer,     M.A.,     Ph.D.,     Carnegie     Research    Fellow. 
Foreword    by    Canon    F.    W.    Galpin.     With    numerous 
Illustrations.     Square  8vo,  cloth,  27s.  6d.  net. 
"  An   authoritative  treatment   of  the    subject."— Grove's   Dictionary. 

TECHNICS  OF  ORGAN  TEACHING.  A  Handbook  which 
treats  of  Special  Points  in  Organ  Teaching  Examina- 
tions, together  with  Test  Questions.  By  B.  A.  Jevons. 
Boards,  4s.  6d.  net. 

ART  OF  ORGAN  ACCOMPANIMENT  IN  THE  CHURCH 
SERVICES.  What  to  Do  and  what  to  Avoid:  being 
a  Guide  to  the  Organist  in  the  effective  rendering  of 
the  Music.  By  Walter  L.  Twinning,  F.B.C.O.,  author 
of  "Examination  Test  Questions,"  etc.  Cloth,  6s.  net 
(paper  covers,  3s.  6d.  net). 

MODERN  ORGAN  BUILDING.  Being  a  Practical  Explan- 
ation and  Description  of  the  Whole  Art  of  Organ  Con- 
struction, with  Especial  Kegard  to  Pneumatic  Action. 
Together  with  Chapters  on  Tuning,  Voicing,  etc.  By 
Walter  and  Thomas  Lewis  (Organ  Builders).  Third 
edition,  with  additional  matter  and  Diagrams  added, 
covering  the  latest  developments  in  electrical  control, 
unit  chest,  etc.,  and  organ  blowing.  116  illustrations, 
including  76  drawn  to  scale  and  reproduced  from  actual 
working  drawings,  together  with  diagrams,  tables,  etc. 
xxix,  247  pages,  4to,  cloth,  35s.  net. 

THE  ORGAN  AS  VIEWED  FROM  WITHIN.  A  Practical 
Handbook  on  the  Mechanism  of  the  Organ.  By  John 
Broadhouse.  With  over  fifty  Illustrations.  Second 
Impression.     Crown  8vo,  cloth,  8s.  6d.  net. 
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THE  PEDAL  ORGAN.  Its  History,  Design  and  Control. 
By  Thomas  Casson.  With  folding  Diagram.  Second 
Impression.    8vo,  cloth,  6s.  net. 

THE  EARLY  ENGLISH  ORGAN  BUILDERS  and  their 
Works,  from  the  Fifteenth  Century  to  the  Period  of  the 
Great  Rebellion.  An  Unwritten  Chapter  on  the  His- 
tory of  the  Organ.  By  Dr.  E.  F.  Rimbault.  Well 
printed,  with  Woodcuts.    Post  8vo,  cloth,  7s.  6d.  net. 

THE  ORGAN  :  A  Comprehensive  Treatise  on  its  Structure, 
Capabilities,  History  and  Bibliography.  With  Criti- 
cisms and  Depositories,  preceded  by  an  Analytical  Con- 
sideration of  general  Bibliographical  and  Catalogual 
Construction.  By  J.  W.  Warman,  late  Organist  of  the 
Anglican  Cathedral,  Quebec.  Four  parts  [A  to  Nou. 
(the  rest  unprinted)],  15s.  net. 

The  parts  advertised  above  are  all  that  have  been  published,  as  the  un- 
timely death  of  Mr.  Warman  prevented  the  completion  of  the  work.  The 
book  is  a  mine  of  wealth  for  those  interested  in  organ  subjects.  The 
author  devoted  the  best  part  of  his  life  in  compiling  the  work  and  collect- 
ing material  for  his  subjeot. 

SOME  CONTINENTAL  ORGANS  (Ancient  and  Modern)  and 
their  Makers.  With  Specifications  of  many  of  the  fine 
Examples  in  Germany  and  Switzerland.  By  James  I. 
Wedgewood.    Post  8vo,  cloth,  6s.  6d.  net. 

Contains  specification  and  a  brief  critique  of  some  of  the  famous  old 
Continental  organs.  Describes  also  several  up-to-date  Continental  organs. 
Amongst  others  particulars  are  given  of  those  at  Haarlem,  Cologne, 
Aix-la-Chapelle,  Frankfort,  Heidelberg,  Ulm,  Stuttgart,  Einsiedeln,  Strass- 
burg  and  Antwerp.  This  work  forms  a  valuable  supplement  to  Hopkins's 
and   Rimbault's  great  treatise, 

MODERN  ORGAN  TUNING,  The  How  and  Why,  Clearly 
Explaining  the  Nature  of  the  Organ  Pipe  and  the 
System  of  Equal  Temperament,  together  with  an  His- 
toric Record  of  the  Evolution  of  the  Diatonic  Scale 
from  the  Greek  Tetrachord.  By  Hermann  Smith. 
Crown  8vo,  cloth,  7s.  6d.  net. 

"  The  greatest  authority  on  acoustical  matters  connected  with  organ 
pipes  who  has  ever  lived,"  says  Mr.  G.  A.  Audsley  of  Hermann  Smith 
in  his  "  Art  of  Organ  Building." 

THE  TEMPLE  EDITION  OF  ORGAN  OVERTURES  AND 
ARRANGEMENTS,  all  with  Ped.  Obb.     3s.  net  each. 

See  page  25  for  list  of  about  sixty  works  in  this  series,  including  works 
by  Wagner,  Tchaikovsky,  Beethoven,  Mozart,  Handel,  Berlioz,  Glinka, 
Schubert,  Goun  )d,  Herold,  Mendelssohn,  Meyerbeer,  Balfe,  Auber,  Ros- 
sini, Weber,  Wallace,  Suppe,  Adam,  Thomas,  Nicolai,  Sterndale-Bennett, 
Cornelius   and    Flotow,    chiefly   arranged   by  Edwin    Evans. 

THE    INFLUENCE    OF    THE    ORGAN    IN    HISTORY.     By 

Dudley  Buck.     Fresh  issue  with  Illustrations.     Crown 
8vo,  cloth,  4s.  net  (or  paper,  2s.  net). 
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ORGANIST'S  REPERTOIRE  GUIDE.  An  International 
Repertoire  Guide  (Historical,  Educational  and  Descrip- 
tive) to  Foreign,  British  and  American  Works.  By 
Herbert  Westerby,  B.B.C.  Organ  Recitalist  (author  of 
"  Liszt,  Composer,  and  his  Piano  Works  ").  4to,  cloth, 
17s.  6d.  net. 

Describes  the  best  Organ  Musio  of  foreign  countries  as  well  as  of 
Britain  and  America. 

A  large  and  beautifully  presented  quarto  work,  fully  illustrated  by 
thirty-six  plates  on  fine  art  paper,  comprising  seven  English  and  sixteen 
foreign  organs,  thirty-one  portraits,  and  illustrations  of  the  houses  of 
Bach  and  Handel. 


REFORM    IN    ORGAN    BUILDING 

Crown  8vo,  sewed,  2s.  6d.  net. 


By   Thomas    Casson. 


THE  BYRD  ORGAN  BOOK,  for  Piano  or  Organ.  A  Collec- 
tion of  21  Pieces  (Pavans,  Galliards,  etc.),  bv  William 
Byrd,  1543-1623,  edited  from  the  Virginal  MSS.,  and 
now  first  published  in  Modern  Notation.  By  M.  H. 
Glyn,  7s.  6d. 
"  A  charming  collection." — West  Sussex  Gazette. 

ADVICE     TO     YOUNG     ORGANISTS.      By     J.     T.     Field. 
6d.  net. 


THE  ORGAN  FIFTY  YEARS  HENCE.  A  Study  of  its 
Development  in  the  Light  of  its  Past  History  and  Pre- 
sent Tendencies.  By  Francis  Burgess,  F.S.A.,  Scot- 
8vo,  2s.  net. 


THE  TEMPLE    EDITION  OF 
ORGAN     OVERTURES.     (3  Staves). 


Arranged  from  Full  Score  by  Edwin  Evans.  Senr.   (except  where  other 

wise   stated). 

Price   3/-   net   eaoh. 


ATHALIE    (Mendelssohn). 

BARBER    OF    BAGDAD    (Peter    Cor 

nelius). 
BEATRICE     AND     BENEDICT     (Ber 

lioz). 
BENVENUTO  CELLINI   (Berlioz). 
BOHEMIAN    GIRL    (Balfe). 
CALM       SEA      AND       PROSPEROUS 

VOYAGE    (Mendelssohn). 
CARNAVAL    ROMAIN    (Berlioz). 
CORSAIR    (Berlioz). 
CROWN    DIAMONDS   (Auber). 
EGMONT    (Beethoven). 
EURYANTHE   (Weber). 
FAUST    (Gounod). 
FAUST    (Wagner). 
FESTIVAL    OVERTURE    (Tschaikow 

sky). 
FIGARO   (Mozart). 
FINALE     (Rubinstein's    Sonata,    Oj> 

12). 
FLYING    DUTCHMAN    (Wagner). 
FRA    DIAVOLO    (Auber). 
FREISCHUTZ     (Weber).        A.    Whit 

tingham. 
ISABELLA    (Suppe). 
ITALIANA    (Rossini). 
KING    LEAR    (Berlioz). 
KING    STEPHEN    (Beethoven).     P.  J. 

Mansfield 
LA    CLEMENZA    Dl    TITO    (Mozart). 

P.    J.    Mansfield. 
L'AFRICAINE   (Meverbeer). 
LA    REINE    DE  SABA    (Gounod) 
LARGO    from    Beethoven's   Sonata    in 

E  flat.    W.  A.  C.  Cruilcshank. 
LE     SONGE      DUNE     NUIT      D'ETE 

(Thomas). 


LIFE   FOR  THE   CZAR    (Glinka). 
LIGHT    CAVALRY    (Suppe). 
LOHENGRIN   (Wagner). 
LURLINE   (Wallace). 
MAGIC    FLUTE   (Mozart). 
MARITANA    (Wallace). 
MASANIELLO    (Auber). 
MEISTERSINGERS   (W'agner). 
MERRY       WIVES       OF       WINDSOR 

(Nicolai). 
MIDSUMMER    NIGHT'S    DREAM 

(Mendelssohn). 
MIGNON    (A.   Thomas). 
NAIADES,  THE   (Sterndale  Bennett) 
OBERON  (Weber).      A.  Whittingham 
OTHO    (Handel).       W.    A.    C.   Cruik 

a  V»  q  r\  \r 

1812   OVERTURE    (Tschaikowsky). 

POET   AND    PEASANT    (Suppe). 

PARSIFAL   (Wagner). 

RAYMOND    (Thomas). 

RIENZI    (Wagner). 

ROSAMUNDE    (Sohubert). 

RUY    BLAS    (Mendelssohn). 

SCIPIO   (Handel). 

SEMIRAMIDE  (Rossini). 

SI    J'ETAIS    ROI    (Adam). 

SIRENE,    LA   (Auber). 

SON      AND      STRANGER      (Mendel» 

sohn).      W.   A.   C.   Cruikshank. 
STRADELLA    (Flotow). 
TANCREDI    (Rossini). 
TANNHAUSER   (Wagner). 
TRISTAN    AND  ISOLDA   (Wagner) 
WAVERLEY   (Berlioz). 
WILLIAM  TELL  (Rossini).  A.Whit 

tingham. 
ZAMPA   (Herold). 


PIANO    SOLO    OVERTURES 


Price  2/-   net   each. 


BOHEMIAN    GIRL    (Balfe). 
♦CALIPH    OF    BAGDAD    (Boieldieu). 

OROWN    DIAMONDS   (Auber). 

DER    FREYSCHUTZ   (Weber). 

DON    GIOVANNI    (Mozart). 

DONNA    DEL    LAGO    (Rossini). 

FRA   DIAVOLO   (Auber). 

GUY    MANNERING    (Sir  H.    R. 
Bishop). 

I  DOM  EN  EO    (Mozart). 

IL   BARBIERE  (Rossini). 
•IL  TANCREDI    (Rossini). 

LIGHT    CAVALRY    (Suppö). 


MAGIC   FLUTE    (Zauberflöte), 
(Mozart). 

MARITANA    (Wallace). 

MASANIELLO    (Auber). 
♦MERRY    WIVES    OF    WINDSOR 
(Nicolai). 

MIGNON    OVERTURE   (A.    Thomas* 

NOZZE    DE    FIGARO    (Mozart). 
♦POET    AND    PEASANT   (Supp*). 

RAYMOND    (Thomas). 

SEMIRAMIDE    (Rossini). 

WILLIAM    TELL    (Rossini). 
♦ZAMPA    (Harold). 


*  Also  ananged  as  Duet   (piano,   4  hands),  price  2/6  net. 


PIANOFORTE. 

THE  PIANO  WORKS  OF  BRAHMS.  By  Edwin  Evans, 
Senior.  Historical,  Descriptive  and  Analytical  Account 
of  each  Work  treated  in  the  Order  of  the  Opus  number, 
and  preceded  by  a  Didactic  Section.  8vo,  cloth, 
30s.  net. 
The  above  volume  is  a  complete  technical  account   of  the  piano  works. 

It  forms  a  part  of  the  Historical,  Descriptive  and  Analytical  Acoount  of 

the  Entire  Works  of  Brahms  advertised  on  page  2. 

HOW  TO  PLAY  BACH'S  48  PRELUDES  AND  FUGUES.     A 

Guide  Book  for  the  use  of  Piano  Students  as  an  aid 
to  the  Unravelling  and  Interpretation  of  these  Master- 
pieces, ensuring  a  more  Intelligent  Keyboard  Render- 
ing.   By  C.  W.  Wilkinson.    Crown  8vo,  cloth,  10s.  net. 

NATURAL  TECHNICS  IN  PIANO  MASTERY.  A  Complete 
and  Authoritative  Manual,  covering  every  phase  of 
Piano  Playing  and  Study.  Many  Diagrams  of  Hand 
and  Finger  Technique  and  some  Music  Examples.  By 
Jacob  Eisenberg.    Crown  8vo,  cloth,  12s.  6d.  net. 

PARTHENIA,  or  the  First  Musick  ever  printed  for  the  Vir- 
ginals. 21  Compositions  by  three  Famous  16th  and  17th 
century  Masters,  William  Byrd,  Dr.  John  Bull  and 
Orlando  Gibbons.  Arranged  for  the  Piano  and  freed 
from  the  errors  of  Dr.  Rimbault's  edition  by  accurate 
comparison  with  the  original  text  by  Margaret  H. 
Glyn.  Folio,  12s.  6d.  net. 
This  edition  of  ••  Parthenia  "  has  been  entirely  re-engraved. 

THE  APPROACH  TO  LISZT.  A  Course  of  Modern  Tonal- 
Technique  for  the  Piano,  in  the  form  of  Graded  Studies 
from  the  Moderately  Difficult  to  the  Master  Stage.  By 
Herbert  Westerby,  Mus.Bac.  Lond.,  F.B.C.O.,  etc. 
Folio,  5s.  6d.  net. 

Preliminary  Studies  in  Touch  and  Phrasing  in  all 
Keys.     Based  on  the  Scales  and  Broken  Chords. 

Intermediate  Studies  in  Sequential,  Wrist  and  Pre- 
paratory Arpeggio  Work  in  the  Black  and  White  Key 
Positions. 

Advanced  Sequential  Studies  on  the  Black  Keys,  with 
Sixteen  Excerpts  from  Liszt's  Piano  Works.  The  Mas- 
ter Works  :   Fifty-eight  Excerpts  from  Liszt. 

THE     ART    OF     TUNING     THE     PIANOFORTE.      A    New 

Comprehensive  Treatise  to  enable  the  Musician  to  Tune 
his  Piano  upon  the  System  founded  on  the  Theory 
of  Equal  Temperament.  By  Hermann  Smith.  New 
Edition,  thoroughly  Revised.  Crown  8vo,  limp  cloth, 
6s.  net. 
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ESSENTIALS  IN  PIANO-PLAYING,  and  other  Musical 
Studies.  By  J.  Alfred  Johnstone,  Hon.  L.Mus., 
T.C.L.    Portrait,  243  pages.     Crown  8vo,  cloth,  10s.  net. 

EXTEMPORISING  AT  THE  PIANO  MADE  EASY.  A  Manual 
for  Beginners  in  Musical  Composition.  Hints  and  Aids 
for  the  "From  Brain  to  Keyboard "  Composer.  By 
Rev.  E.  H.  Melling,  F.B.C.O.  8vo,  limp  cloth,  3s.  6d. 
net  (paper  2s.  net). 

INDIVIDUALITY  IN  PIANO  TOUCH.  By  AlgehnOn  H. 
Lindo  and  J.  Alfred  Johnstone.    Crown  8vo,  2s.  6d.  net. 

THE  ARTIST  AT  THE  PIANO.  Essays  on  the  Art  of  Musi- 
cal Interpretation.  By  George  Woodhouse.  New  and 
Revised  Edition.  Portrait  of  Paderewski.  8vo,  cloth, 
5s.  6d.  net. 

The  celebrated  pianist,  Paderewski,  after  reading-  the  manuscript  of 
this  stimulating  volume,  wrote  :  "  The  booklet  is  quite  a  remarkable  work 
and  ft  really  valuable  contribution  to  the  philosophy  of  pianistio  art." 

THE    STUDENT'S    GUIDE    TO    THE    ART    OF    TEACHING 
THE     PIANOFORTE.     By     Cyril     R.     H.     Horrocks, 
L.R.A.M.,  L.T.C.L.,  A.R.C.M.     With  an  Extensive  and 
Carefully    Graded   List   of    Studies   and   Course    of   the 
Great  Masters.     Numerous  Musical  Examples.     Second 
edition,  Revised.     Crown  8vo,  cloth,  10s.  net. 
Until  quite  recently  it  was  thought  impossible  to  give  practical  instruc- 
tions on  the  art  of  teaching,  but  tbe  error  of  this  idea  has  been  proved 
by  the  great  success  of  the  teachers'  class  at  the  various  musical   insti- 
tutions.   The  author's  aim  is  to  supply  a  guide-book  expressly  for  begin- 
ners and  those  with  limited  experience   in  the  art. 

PIANOFORTE  TEACHER'S  GUIDE.     By  L.  Plaidy.     Trans- 
lated by  Fanny  Raymond  Ritter.     Crown  8vo,  boards, 
3s.  net  (paper,  2s.  net). 
"  Some  of  the  finest  pianists  of  the  dav  owe   much  of  their  technical 

facility    to    Plaidy's  excellent   method." — Bazaar. 

CANDIDATE'S    SCALE    AND    ARPEGGIO    TESTS    for    the 

Piano.  In  the  Primary,  Elementary  and  Junior  Grades 
of  all  Local  Examinations  in  Music,  and  the  Higher 
and  Lower  Divisions  of  the  Associated  Board  of  the 
R.A.M.  and  R.C.M.    By  Wilson  Manhire.     Is.  net. 

TECHNICAL  STUDY  IN  THE  ART  OF  PIANOFORTE 
PLAYING  (Deppe's  Principles).  By  C.  A.  Ehren- 
fechter  With  numerous  Illustrations.  Fourth  Edi- 
tion.   Crown  8vo,  cloth,  6s.  net. 

Contents  :  Position— Arm— Wrist— Fingers  ;  Touoh  (Tone  Production)  ; 
Legato;  Equality  of  Tone;  Tension  and  Contraction;  Five  Finger  Exer- 
cises ;  Skips ;  The  Scale ;  Arpeggio  Chords ;  Firm  Chords ;  High  Raising  of 
the  Arm;  Melody  and  its  Accompaniment;  Connection  of  Firm  Chords; 
The  Tremolo:    The   Shake   (Trill);   The    Pedal;   Fingering. 
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HOW  TO  ACCOMPANY  AT  THE  PIANO.  By  Edwin  Evans. 
(Plain  Accompaniment,  Figurated  Accompaniment, 
Practical  Harmony  for  Accompanists).  172  Music  Ex- 
amples which  are  made  Clear  by  the  Explanatory  Text. 
Crown  8vo,  cloth,  10s.  net. 

GRADUATED   SCALE   AND   ARPEGGIO   MANUAL.      Com- 

Siled     for     the     various     Exams.      By     Henry     Saint- 
eorge.     3s.  net. 

A  SYSTEM  OF  STUDY  OF  SCALES  AND  CHORDS.  Being 
Chapters  on  the  Elements  of  Pianoforte  Technique.  By 
B.  Vine  Westbrook,  F.R.C.O.  Numerous  Examples. 
New  and  Revised  edition.     8vo,  3s.  net. 

The  author  outlines  a  scheme  which  abolishes  the  drudgery  and  inspires 
the  pupil  with  an  enthusiasm  for  practioe  and  formulates  a  method  or 
system   in   which  that  practice  may  be  carried  out. 

PIANO     CLASSES      IN      ELEMENTARY      SCHOOLS.        By 

Audrey  King.     With  Music  Examples.     Crown  8vo,  Is. 
net. 

HOW  TO  PLAY  110  FAVOURITE  PIANO  SOLOS.  Being 
the  4  Series  complete  in  1  vol.  of  "  Well-Known  Piano 
Solos :  How  to  Play  them  with  Understanding,  Ex- 
pression and  Effect.' '  By  Charles  W.  Wilkinson. 
Crown  8vo,  cloth,  12s.  6d.  net. 

WELL-KNOWN    PIANO    SOLOS.      How  to  Play  them  with 

Understanding,     Expression     and    Effect.      By    C.     W. 

Wilkinson.     Four  Series,  2s.  each  (each  series  containing 

about  26  articles),  or  four  in  one  vol.  as  above. 

Contents   of  the   First   Series :— Sinding,   Rustle   of    Spring.     Scarlatti, 

Pastorale  le  Capriccio.     Paderewski,  Minuet  in   G.     Handel,  Harmonious 

Blacksmith.      Rubinstein,     Melody     in     F.      Scharwenka,     Polish    Dance. 

Schumann,     Nachtstücke.    Godard,      Mazurka.    Delibes,      Pizzicati     from 

Sylvia.    Grieg,    Wedding"    Day    at    Troldhangen.    Elgar,     Salut    d'Amour. 

Paderewski,   Melodie.    Raff,   La   Fileuse.    Tchaikovsky,   Troika.    Godard, 

Berger    et    Bergeres.      Chaminade,    Pierrette.      Moszkowski,     Etincellee 

Paderewski,   Minuet  in   A   major.    Grieg,    Norwegian   Bridal   Procession. 

Liszt,   Regata  Veneziana.     Chaminade,   Automne.     Moszkowski,   Serenata. 

Lack,   Valse  Arabesque.    Schumann,   Arabeske.    Chopin,   Etude   in  G  flat. 

Durand,  First  Valse. 

Draws  one's  attention  to  the  beauties  in  a  piece,  explains  difficulties 
here  and  there,  draws  attention  to  a  pedal  effect  and  any  peculiarity  of 
fingering,  and  generally  gives  all  the  information  a  professor  is  expected 
to  give  to  his  pupils. 

DELIVERY  IN  THE  ART  OF  PIANOFORTE  PLAYING,  On 

Rhythm,  Measure,  Phrasing,  Tempo.     By  C.  A.  Ehren- 
fechter.     Second  Edition.     Crown  8vo,  cloth,  6s.  net. 
"  Tho  section  with  reference  to  aocent  is  particularly  good.    There  are 
numerous   illustrations  from  the  works  of  the  masters." — W.  H.  Webbe  in 
The  Pianist' 8  A.  B.  C. 

PIANO  TOUCH,  PHRASING  AND  INTERPRETATION.     By 

J.  Alfred  Johnstone.     Crown  8vo,  cloth,  7s.  6d.  net. 
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PRACTICE  REGISTER  for  Pupil's  Daily  Practice.  A 
Specimen,  Id.  (or  2s.  6d.  per  100). 

REEVES'  VAMPING  TUTOR.  Art  of  Extemporaneous  Ac- 
companiment, or  Playing  by  Ear  on  the  Pianoforte, 
Rapidly  Enabling  anyone  having  an  Ear  for  Music  (with 
or  without  any  Knowledge  of  Musical  Notation)  to  Ac- 
company with  Equal  Facility  in  any  Key.  Prac- 
tical Examples.  By  Francis  Taylor.  New  Edition, 
to  which  is  added  Instructions  for  Accompaniment 
with  Equal  Facility  in  every  Key  illustrated  by  Ex- 
amples.    Folio,  2s.  net. 

THE  DEPPE  FINGER  EXERCISES  for  Rapidly  Developing 
an  Artistic  Touch  in  Pianoforte  Playing,  Carefully  Ar- 
ranged, Classified  and  Explained  by  Amy  Fay  (Pupil 
of  Tausig,  Kullak,  Liszt  and  Deppe).  Folio,  English 
or  Continental  Fingering,  2s.  net. 

INTRODUCTION  TO  RUSSIAN  PIANO  MUSIC.  By  Her- 
bert Westerby,  Mus.Bac.Lond.,  F.R.C.O.,  L.Mus.T.C.L., 
Is.  net. 

REEVES'  POPULAR  PIANOFORTE  TUTOR.  Rudiments 
of  Music,  Exercises  with  Popular  Airs,  Major  and 
Minor  Scales.  With  Illustration  of  Fingerboard.  Folio, 
2s.  6d.  net. 


TECHNICAL  AND  THEORETICAL. 

ESSENTIALS    IN    MUSIC    STUDY    FOR    EXAMINATIONS. 

A  Helpful  Guide  both  for  the  General  Student  and  Can- 
didates for  Junior  and  Intermediate  Examinations.  By 
Rev.  E.  H.  Melling,  F.R.C.O.  Cloth,  5s.  net  (paper 
covers,  2s.  6d.  net). 

Rev.  E.  H.  Melling-  is  the  author  of  several  popular  works  which  have 
been  found  of  great  use  to  music  students—"  Guide  for  the  Young  Com- 
poser,"  "  Extemporising-   at  the  Piano  made  Easy,"   etc. 

GUIDE  FOR  THE  YOUNG  COMPOSER.  Hints  on  the  Art 
of  Composition,  with  Examples  of  Easy  Application.  By 
Rev.  E.  H.  Melling,  F.R.C.O.  Cloth,  5s.  net  (paper 
covers,  2s.  6d.  net). 

EXAMINATION  TEST  QUESTION«.  Containing  spaces 
for  the  Pupils'  Written  Answers.  By  Walter  L.  Twin- 
ning, F.R.C.O.  No.  1,  Musical  Notation  and  Time;  No.  2, 
Formation  of  Scales;  No.  3,  Ornaments;  No.  4,  Intervals, 
9d.  net  each. 

THEORY  OF  MUSIC  FOR  YOUNG  MUSICIANS.  With 
Answers  given  to  all  the  Questions,  and  a  Dictionary  of 
necessary  Musical  Terms.     By  Mary  Sharp.     Is.  6d.  net 

102  TEST  QUESTIONS  ON  THE  GENERAL  RUDIMENTS  OF 
MUSIC.  In  Groups  of  Six  each  Lesson,  for  Written  or 
Oral  Use.    By  Wilson  Manhire,  L.R.A.M.    6d.  net. 

PRIMARY  COURSE  IN  THE  RUDIMENTS  OF  MUSIC,  With 
Hints  on  Answering  Questions  (Written  Work)  for  All 
Examinations  in  the  Primary,  Elementary  and  Prepara- 
tory Grades.  By  Wilson  Manhire,  L.R.A.M.,  etc. 
2s.  net. 

EXAMINATION  CANDIDATE'S  GUIDE  to  Scale  and  Ar- 
peggio Piano  Playing  (with  Tests).  All  that  is  required 
for  the  Various  Exams.    By  Wilson  Manhire,  L.R.A.M. 

3s.  net. 

CANDIDATES    SCALE    AND    ARPEGGIO    TESTS    for    the 

Piano.    By  Wilson  Manhire,  L.R.A.M.     Is.  net. 

STUDIES  IN  MODULATION  for  Practical  and  Theoretical 
Purposes.    By  Percy  Baker,  F.R.C.O.,  etc.    3s.  net. 

MUSICAL  FORM,  A  Handbook  to,  for  Instrumental  Players 
and  Vocalists.     By  E.  van  der  Straeten.     With  Musi- 
cal Examples,  205  pages.     8vo,  cloth,  6s.  6d.  net  (paper 
4s.  net). 
The  part  of  the  work  on  Dance  Forms  gives  a  history  and  description 
of  the  Suite  or  Partita,  Allemande,  Courante,    Sarabande,  Gigue,  Gavotte, 
Musette,   Bourree,  Branle,   Passepied,    Rigaudon,  Loure,   Pavane,   Galliard, 
Tambourin,    Cebell,    Rondo,    Menuet,    Polonaise,    Mazurka,    Bolero,    Taran- 
tella, Saltarello,   March,   Ciaccone   and  Passacaglia. 
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STUDIES  IN  HISTORICAL  FACTS  AND  MUSICAL  FORM. 

Being  a  Guide  and  Note  Book  for  a  more  Systematic 
Preparation  of  the  General  Knowledge  Papers  now  set 
at  the  Universities  and  Colleges  of  Music.  By  Percy 
Baker.     Cloth,  5s.  6d.  net  (paper,  3s.  net). 

MOZART   AND   THE   SONATA   FORM.      By    J.    R.    Tobin, 

Mus.B.     See  Pianoforte  Section. 

MUSICAL    EXPRESSIONS,    PHRASES    AND    SENTENCES, 

with  their  Corresponding  Equivalents  in  French,  Ger- 
man and  Italian.  By  F.  Berger.  8vo,  cloth,  5s.  6d.  net 
(paper,  3s.  net). 

RUDIMENTS  OF  MUSIC,  Set  forth  in  Graded  Questions 
with  Answers,  for  Use  of  Candidates  preparing  for  the 
Examinations  of  R.A.M.,  R.C.M.  and  T.C.L.  By  B. 
Howarth,  L.R.A.M.  and  A. R.C.M.   Crown  8vo,  2s.  net. 

The  Answers  are  always  on  the  right  hand  page  and  can 
be  covered  over  if  desired,  the  Questions  being  on  the  corres- 
ponding left  hand  pages. 

ELEMENTARY  LESSONS  ON  SIGHT-SINGING.  Combin- 
ing the  Staff  and  Tonic  Sol-fa  Notations.  With  Music 
Examples  throughout.  By  J.  W.  Rossington,  L.R.A.M. 
Cloth,  3s.  6d.  net ;  paper,  2s.  net . 

For  many  singers  there  is  only  one  method  of  becoming-  good  sight- 
readers,  viz.,  combining  the  tonic  sol-fa  with  the  staff  notation.  It  is 
hoped  that  a  perusal  of  these  elementary  lessons  will  show  the  principles 
on  which  this  combination  is  effected,  and  simplify  the  somewhat  difficult 
task  of    sight-reading. 

STEPS  IN  HARMONY.  With  Copious  Explanatory  Exam- 
ples and  Graded  Test  Exercises.  A  Handbook  for 
Students.  By  Dr.  Churchill  Sibley.  With  Music 
Examples  throughout.  Crown  8vo,  boards,  cloth  back, 
6s.  net  (paper,  3s.  6d.  net). 

It  is  believed  that  he  who  thoroughly  masters  the  contents  of  these 
pages  will  be  prepared  to  study  intelligently  the  harmonio  structure  of 
the  works  of  the  great  masters,  and  also  to  follow  critically  the  changeful 
tendencies  of  the  present  day. 

GOO  QUESTIONS  AND  600  EXERCISES  IN  ELEMENTARY 
MUSICAL  THEORY.     By  W.  H.  Palmer.     Crown  8vo, 

3s.  net. 

Inteaded  as  a  help  to  the  private  student  and  to  the  candidate  prepar- 
ing for  the  several  musical  examinations. 

THE    MODAL   ACCOMPANIMENT   OF    PLAIN    CHANT.     A 

Practical  Treatise.  By  Edwin  Evans,  Senior,  F.R.C.O. 
Part  I,  Theoretical ;  Part  II,  Practical  School  of  Plain 
Chant  Accompaniment,  consisting  of  240  Exercises,  with 
an  Appendix  of  Notes.     Crown  8vo,  cloth,  8s.  6d.  net. 
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THE  HARMONISING  OF  MELODIES.  A  Text-Book  for 
Students  and  Beginners.  By  H.  C.  Banister.  Third 
Edition,  with  numerous  Musical  Examples.  Crown  8vo, 
limp  cloth,  5s.  net. 

MUSICAL  ANALYSIS.  A  Handbook  for  Students.  By 
H.  C.  Banister.  With  Musical  Illustrations.  Crown 
8vo,  limp  cloth,  5s.  net  (paper  covers,  2s.  6d.  net). 

THE  ART  OF  MODULATING.  A  Series  of  Papers  on  Modu- 
lating at  the  Pianoforte.  By  Henry  C.  Banister. 
With  62  Musical  Examples.  Crown  8vo,  cloth,  6s.  net 
(paper  covers,  3s.  6d.  net). 

MODERN  CHORDS  EXPLAINED.  (The  Tonal  Scale  in 
Harmony.)  By  Arthur  G.  Potter.  Musical  Examples 
from  0.  Debussy,  Richard  Strauss  and  Granville  Ban- 
tock.     8vo,  cloth,  4s.  net  (paper  covers,  2s.  net). 

EXERCISES  IN  VOCAL  SCORE  READING.  Collected  from 
the  Works  of  Orlando  di  Lasso,  Palestrina,  Vittoria, 
Barcroft,  Redford,  Peter  Certon,  Byrd,  Gibbons,  Croft, 
Rogers,  Boyce,  etc.  For  Students  preparing  for  the 
R.C.O.  and  other  Examinations.  By  James  Lyon, 
Mus. Doc.  Oxon.     4to,  4s.  6d.  net. 

EXERCISES  IN  FIGURED  BASS  AND  MELODY  HARMON- 
IZATION.    By  James  Lyon,  Mus.Doc.     4to,  3s.  6d.  net. 

EXAMPLES  OF  FOUR-PART  WRITING  FROM  FIGURED 
BASSES  AND  GIVEN  MELODIES.  By  James  Lyon, 
Mus.Doc.     4to,  5s.  6d.  net. 

These  exercises  are  printed  in  open  score  so  as  to  be  of  use  in  score 
reading  tests.  This  volume  forms  a  key  to  "  Exeroises  in  Figured  Bass  " 
by  the  same  author   (see  above). 

HOW  TO  COMPOSE.  A  Practical  Guide  to  the  Composi- 
tion of  all  Works  within  the  Lyric  Form,  and  which 
include  the  Valse,  Garotte,  Mazurka,  Polonaise, 
March,  Minuet,  and  all  Ordinary  Dance  Forms ;  as  also 
the  Nocturne,  Impromptu,  Berceuse,  Reverie  and 
Similar  Characteristic  Pieces.  By  Edwin  Evans, 
Senior,  F. R.C.O.  With  60  Musical^ Examples.  Crown 
8vo,  cloth,  7s.  6d.  net. 

THE  RUDIMENTS  OF  GREGORIAN  MUSIC.  By  Francis 
Burgess,  F.S.A.,  Scot.  Second  Impression.  Crown 
8vo,  limp  cloth,  2s.  6d.  net  (paper,  Is.  6d.  net). 

MUSICAL  PRONOUNCING  DICTIONARY.  By  Dr.  Dud- 
ley Buck.  Eighth  Edition,  with  the  Concise  Explana- 
tion and  Pronunciation  of  each  Term.  Edited  and  Re- 
vised by  A.  Whittingham.    Crown  8vo,  Is.  6d.  net. 

A  most  valuable  and  useful  little  book  to  all  musical  people.  The 
method  adopted  for  giving-  the  oronunciation  of  each  term  is  most  con- 
cise and  clear. 
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A  FIRST  BOOK  OF  MUSIC  FOR  BEGINNERS,  Embodying 
English  and  Continental  Teaching.  By  Alfred  Whit- 
tingham.     Sixth  Thousand.     Crown  8vo,  sewed,  4d.  net. 

HARMONY,  EASILY  AND  PROGRESSIVELY  ARRANGED. 

Presenting  in  a  Simple  Manner  the  Elementary  Ideas  as 
well  as  the  Introduction  to  the  Study  of  Harmony. 
With  about  300  Musical  Examples  and  Exercises.  By 
Paul  Colberg.     Crown  8vo,  cloth,  7s.  6d.  net. 

August  Wilhelmj  says :  "  This  work  is  distinguished  by  brevity  and 
olearness.     I   most   warmly    recommend   it." 

COMPEND      OF      MUSICAL      KNOWLEDGE.      By      Percy 

Baker,   F.R.C.O.,   L.Mus.   T.C.L.     Being   a   Guide    with 

Notes,  Hints  and  Articles  on  the  Study  of  Examination 

Questions.     Crown  8vo,  cloth,  6s.  net  (paper,  3s.  6d.  net). 

Primarily    to    help    candidates    entering    for    the    R.C.O.     and     T.C.L. 

Diplomas,   though    containing    much    information    for   the    amateur    musi- 

oian    and    general    reader.     Indispensable    to    teachers     in    guiding    their 

pupils  through  a  course  of  study  dealing  with  a  large  number  of  subjects 

like  those  set  for  the  F.R.C.O.  and  A.R.C.O. 

ELEMENTARY   MUSIC.  A   Book   for  Beginners.      By  Dr. 

Westbrook.      With  Questions     and     Vocal     Exercises. 

Fifteenth  Thousand.  Crown  8vo,  cloth,  4s.  net  (paper, 
2s.  net). 

Contents  :  1.  The  Staff  and  its  Clefs.  2.  Notes  and  their  Rests.  3.  Bars 
and  Time.  4.  Accidentals.  5.  Keys  and  Scales.  6.  Intervals.  7.  Musical 
Pitch.  8.  Accent.  9.  Secondary  Signs.  10.  Ornaments  and  Groups  of 
Notes.  11.  Voices  and  Scores.  12.  Church  Modes.  13.  Italian  and  other 
Directions.     14.   Foreign   Note-Names.     15.   Questions.    16.   Vocal  Exercises. 

"His  explanations  are  extremely  clear.  The  questions  at  the  end  will 
be  found  very  useful." — Musical  times. 

EXERCISES    ON     GENERAL     ELEMENTARY    MUSIC.      A 

Book  for  Beginners.  By  K.  Paige.  Fourth  Edition. 
Part  I,  Is.  6d.  net;  Part  II,  2s.  net.  Crown  8vo,  paper 
(2  parts  complete  in  cloth,  5s.  net). 

Contents  or  Part  1 :  1.  Pitch.  2.  Length  of  Sounds.  3.  Time.  4.  Time 
and  Accent.  5.  Intervals.  6.  Scales.  7.  Transposition.  8.  Syncopation. 
9.  Signs  and  Abbreviations.  10.  Notation.  11.  Miscellaneous"  Questions 
and  Exercises. 

Contents  of  Part  II  :  1.  Triads.  2.  First  Inversion  of  a  Triad.  3. 
Second  Inversion  of  a  Triad.  4.  Dissonances.  5.  Suspensions.  6.  Se- 
quences.    7.   Cadences.     8.    Dominant   Sevenths,   etc. 

HOW  TO  MEMORISE  MUSIC.  By  C.  F.  Kenyon.  With 
numerous  Musical  Examples.  Fourth  Edition.  Crown 
8vo,  cloth,  5s.  net. 

"  Mr.  Kenyon  proves  himself  an  excellent  guide  ;  and  indeed  we  know  of 
no  other  work  devoted  to  the  subject  with  which  he  has  dealt  so  thor- 
oughly and  so  successfully." — Glasgow  Herald. 

HOW  TO  HARMONIZE  MELODIES.  With  Hints  on  Writ- 
ing for  Strings  and  Pianoforte  Accompaniments.  By 
J.  Henry  Bridger,  Mus.Bac.  With  Musical  Examples 
throughout.     Crown  8vo,  cloth,  6s.  net. 
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THE  ART  OP  MODULATION.  A  Handbook  showing  at  a 
Glance  the  Modulations  from  one  Key  to  any  other  in 
the  Octave,  consisting  of  1,008  Modulations.  For  the 
Use  of  Organists  and  Musical  Directors.  Edited  by 
Carli  Zoeller.  Third  Edition.  Roy.  8vo,  cloth,  8s.  net 
(paper,  5s.  net). 

THE  STUDENT'S  BOOK  OF  CHORDS.  With  an  Explana- 
tion of  their  Inversions  and  Resolutions.  By  Pascal 
Needham.     Crown  8vo,  sewed,  Is.  6d.  net. 

The  chords  with  their  inversions  and  resolutions  are  briefly  and  clearly 
explained. 

TRANSPOSITION  AT  SIGHT.  For  Students  of  the  Organ 
and  Pianoforte.  By  H.  E.  Nichol.  Fourth  Edition, 
with  numerous  Musical  Exercises.     Crown  8vo,  2s.  net. 

The  practice  of  transposing  upon  the  lines  here  laid  down  develops  the 
"  mental  ear,"  quickens  the  musical  perception  and  gives  ease  in  sight 
reading ;  as  it  is  evident  that,  if  the  student  can  transpose  at  sight,  be 
will  noc  have  much  difficulty  in  merely  playing  at  sight.  Free  use  is 
made  of  the  tonic  sol-fa  as  well  as  the  standard  notation  in  many  musical 
examples. 

SCHUMANN'S  RULES  AND  MAXIMS  FOR  YOUNG  MUSI- 
CIANS.    Sewed,   6d. 

THE  STUDENT'S  HELMHOLTZ.  Musical  Acoustics,  or  the 
Phenomena  of  Sound  as  Connected  with  Music.  By 
John  Broadhouse.  With  more  than  100  Illustrations. 
Fifth  Impression.     Crown  8vo,  cloth,  12s.  6d.  net. 

"  In  his  Preface  the  author  says  :  '  The  object  of  the  present  book  is  to 
give,  in  one  volume,  a  good  general  view  of  the  subject  to  those  who  can 
neither  spare  time  to  read,  nor  money  to  buy  a  number  of  large  and  ex- 
pensive works.'  A  perusal  of  the  book  justifies  us  in  asserting  that  this 
design  is  most  satisfactorily  carried  out ;  and  it  is  not  too  much  to  say 
that  although  the  plan  of  the  work  excludes  the  possibility  of  minutely 
dissecting  every  subject  treated  upon,  any  careful  reader  may  obtain  so 
clear  an  insight  into  the  principle  of  acoustics,  as  to  enable  him  not  only 
to  pass  an  examination  but  to  store  up  a  large  amount  of  general  know- 
ledge upon  the  phenomena  of  sound." — Musical  Times. 


VIOLIN  AND  STRINGED  INSTRUMENTS. 

VIOLINIST'S  MANUAL.  A  Treatise  on  Construction, 
Choice,  Care,  Adjustment,  Study  and  Technique  of  the 
Violin.  Full  of  Useful  and  Practical  Advice  regarding 
the  Violin  and  Bow.  By  H.  F.  Gosling.  Numerous 
Illustrations  and  an  Index.     Crown  8vo,  cloth,  15s.  net. 

VIOLIN  TECHNICS,  or  How  to  Become  a  Violinist.  Exact 
Instructions,  Step  by  Step,  for  its  Accomplishment  with 
or  without  a  Teacher.     By  "First  Violin."     3s.  net. 

PLAYING  AT  SIGHT  FOR  VIOLINISTS  and  Others  in  an 
Orchestra.  Valuable  Hints  and  Aids  for  its  Mastery. 
By  Sydney  Twinn.    Post  8vo,  3s.  net. 

Advanced  Modern  Violin  Technics. 

TONAL   SCALES  AND  ARPEGGIOS   FOR   VIOLIN.     Intro- 
ductory to  the  Unusual  Intonation  and   Finger-group- 
ing of  Advanced  Modern  Music.     By  Sydney    Twinn. 
4to,  3s.  net. 
"  These  soaks  will  be  useful   to  advanced  players  who    find  difficulties 

in  the  unusual  intonation  and  technique  of  modern  music." — Strad. 

SCALES  AND  ARPEGGIOS.  Indispensable  Studies  for  the 
Violin.     Edited  by  Albert  Graff.     Is.  6d.  net. 

ARPEGGIOS  FOR  THE  VIOLIN.  By  Basil  Althaus.  Folio. 
3s.  net. 

^VIOLINIST'S  ENCYCLOPAEDIC  DICTIONARY.  Containing 
the  Explanation  of  about  4,000  Words,  Phrases,  Signs, 
References,  etc.,  Foreign,  as  well  as  English,  used  in 
the  Study  of  the  Violin,  and  also  by  String  Players  gen- 
erally, by  F.  B.  Emery,  M.A.  New  and  enlarged  edition, 
doubled  in  size.  246  pp.,  crown  8vo.  Cloth  10s.  net, 
or  printed  on  India  paper  and  bound  in  red  pegamoid 
rounded  corners,  suitable  for  student  or  travel,  12s.  6d 
net. 

70  PREPARATORY  VIOLIN  EXERCISES  for  Beginners  in 
the  First  Position,  carefully  Graduated,  Supplementary 
to  the  First  Instruction  Book.  By  Wilson  Manhire, 
L.R.A.M.,  A.R.C.M.,  etc.     2s.  6d.  net. 

BOW  INSTRUMENTS,  their  Form  and  Construction.  Prac- 
tical and  Detailed  Investigation  and  Experiments  re- 
garding Vibration,  Sound  Results,  and  Construction. 
By  J.  W.  Giltay.  Issued  into  English  by  the  Author  in 
Co-operation  with  E.  van  der  Straeten.  Numerous 
Diagrams.  8vo,  cloth,  16s.  net. 
"  A  valuable  treatise."— Th*  Strad. 
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OLD  VIOLINS  AND  VIOLIN  LORE,  Famous  Makers  of  Cre- 
mona and  Brescia,  and  of  England,  France  and  Ger- 
many (with  Biographical  Dictionary),  Famous  Players, 
and  Chapters  on  Varnish,  Strings  and  Bows,  with  13 
full-page  plates.  By  H.  R.  Haweis.  Thick  crown  8vo, 
cloth,  21s.  net. 

YOUNG  VIOLINIST'S   SCALE  AND  ARPEGGIO  MANUAL. 

By  Wilson  Manhire,  L.R.A.M.,  etc.     2s.  net. 

*-  ROTABLE  VIOLIN  SOLOS :  How  to  Play  Them.  Three 
Series  (consisting  of  43  descriptive  Articles  in  all).  By 
E.  van  der  Straeten.  2s.  6d.  net  each  series.  Also 
complete  in  cloth,  with  Portraits,   10s.  net. 

VIOLIN  MANUFACTURE  IN  ITALY  and  its  German  Origin. 
By   Dr.    E.    Schebek.      Translated   by   W.    E.    Lawson. 

Second  Edition.    Square  12mo,  cloth,  6s.  net;  paper,  3s.  6d. 
net. 

CHATS  WITH  VIOLINISTS.  By  Wallace  Ritchie.  With 
four     Photographic    Illustrations.     Crown     8vo,     cloth, 

8s.  6d.  net. 

Chapters  :  On  the  Importance  of  being  Accurate ;  On  Various  Details  ; 
On  the  Violin  and  its  Fittings ;  On  Reading  from  Sight  and  Playing  from 
Memory ;  A  Few  Violin  Secrets ;  Some  valuable  Technical  Exercises ;  Hand 
Development  for  Violinists,  including  Eighteen  Excellent  Finger  Gym- 
nastics ;   Sundry  Useful  Hints. 

I  here  lay  before  the  publio  that  information  and  advice  which  I  have 
hitherto  been  content  to  reserve  for  the  sole  use  of  my  own  pupils. 
During  a  considerable  experience,  both  as  a  student  and  as  a  teacher 
of  the  violin,  1  have  naturally  pieced  together  quite  a  variety  of  small 
hints  and  items  of  information  which,  though  modest  enough  individu- 
ally, have  been  found  on  the  whole  to  be  of  no  inconsiderable  value,  not 
only  with  regard  to  my  own  playing,  but  aiso — and  which  is  of  far  more 
importance — in  enabling  me  to  impart  a  knowledge  of  the  art  to  others. 

-"ADVICE  TO  VIOLIN  STUDENTS.  Containing  Informa- 
tion of  the  Utmost  Value  to  every  Violinist.  By 
Wallace  Ritchie.  Crown  8vo,  cloth,  8s.  6d.  net  (paper, 
5s.  net). 

Contents  :  Selecting  and  Adjusting — Choice  of  a  Teacher — Course  of 
Study— The  Sevoik  Method— Practising— Style— Tone  Production— Pronun- 
ciation of  Terms,  Names,  eto. — Graded  List  of  Studies,  Pieces,  etc.  To- 
gether with  Hints  on  Common  Faults — Shifting — Reading  Musio — Stopping 
—Harmonics— Vibrato— Tempo — Intonation,  Pitch,  etc 

THE  VALUE  OF  OLD  VIOLTNS.  By  E.  Polonaski.  Being 
a  List  of  the  Principal  Violin  Mak«*  s,  British,  Italian, 
French  and  German.  With  Approximate  Valuations  of 
their  Instruments  and  Occasional  Notes  on  their  Var- 
nish. Facsimiles  of  Labels  and  Violins.  Crown  8vo, 
cloth,  10s.  net. 
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INFORMATION  FOR  PLAYERS,  Owners,  Dealers  and 
Makers  of  Bow  Instruments,  also  for  String  Manufac- 
turers. Taken  from  Personal  Experiences,  Studies  and 
Observations.  By  William  Hepworth.  With  Illus- 
trations of  Stainer  and  Guarnerius  Violins  and  Gauge 
of  Millimetres  and  Centimetres,  etc.  Crown  8vo,  cloth, 
8s.  6d.  net. 

CoNTENrs  :  The  Pegs— Neok— Finger-board— Bridge— Tail-piece—  Saddle- 
Violin  Holder— Tail-pin— Bar— Sound-post— On  the  Stringing  of  Bow  In- 
struments in  General  Use — Strings — Rosin— Cleaning  of  the  Instrument 
and   the   Bridge — Bow — Violin   Case — Repairs — Preservation — Conolusion. 

SKETCHES  OF  GREAT  VIOLINISTS  AND  GREAT  PIAN- 
ISTS. Biographical  and  Anecdotal,  with  Account  of 
the  Violin  and  Early  Violinists.  Viotti,  Spohr,  Paga- 
nini,  De  Beriot,  Ole  Bull,  Clementi,  Moscheles,  Schu- 
mann (Robert  and  Clara),  Chopin,  Thalberg,  Gottschalk, 
Liszt.  By  G.  T.  Ferris.  Third  Edition.  Crown  8vo, 
cloth,  8s.  od.  net. 

TREATISE  ON  THE  STRUCTURE  AND  PRESERVATION 
OP  THE  VIOLIN  and  all  other  Bow  Instruments.  To- 
gether with  an  Account  of  the  most  Celebrated  Makers 
and  of  the  Genuine  Characteristics  of  their  Instruments. 
By  J.  A.  Otto,  with  Additions  by  J.  Bishop.  With 
Diagrams  and  Plates.  Fourth  Edition,  further  En- 
larged. Crown  8vo,  cloth,  12s.  6d.  net. 
Contains  instructions  for  the  repair,  preservation  and  bringing-  out  the 

tone  of  instruments ;  tracing  model  for  violin,  mutes  and  fiddle   holders ; 

list  of  classical  works  for  stringed  instruments.     This  work  is  especially 

valuable  for  makers  of  violins. 

HOW   TO    PLAY    THE    FIDDLE.      For   Beginners     on     the 
Violin.     By    H.    W.    and    G.    Gresswell.     Eighth    Edi- 
tion.    Crown   8vo,   cloth,    6s.   net;   or  in  2   vols.,    paper, 
3s.  net. 
Joachim  says  :    "  Contains  many  useful  hints  about  violin  playing." 

BIOGRAPHICAL  DICTIONARY  OF  FIDDLERS.  Including 
Performers  on  the  Violoncello  and  Double  Bass,  Past 
and  Present.  Containing  a  Sketch  of  their  Artistic 
Career,  together  with  Notes  of  their  Compositions.  By 
A.  Mason  Clarke.    9  Portraits.    Post  8vo,  cloth,  10s.  net. 

'*  We  may  here  take  the  opportunity  of  recommending  a  useful  book  to 
all  lovers  of  violins  and  violinists.  Fiddlers,  Ancient  and  Modern,  is 
praotioally  a  little  Biographical  Dictionary,  well  arranged  with  some  ex- 
cellent portraits." — Northern   Whig. 

ART  OF  HOLDING  THE  VIOLIN  AND  BOW  AS  EXEM- 
PLIFIED BY  OLE  BULL.  His  Pose  and  Method 
proved  to  be  based  on  true  Anatomical  Principles.  By 
A,  B.  Crosby,  M.D.,  Professor  of  Anatomy.  Portrait, 
Diagrams  and  Illustrations.     8vo,   cloth,   5s.   net 

Inoluded  in  the  above  are  some  interesting  recolleotions  and  anecdotes 
of  Ole  Bull. 
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THE  VIOLIN  AND  OLD  VIOLIN  MAKERS.  Being  a  His- 
torical and  Biographical  Account  of  the  Violin.  By 
A.  Mason  Clarke.  With  Facsimile  of  Labels  used  by 
Old  Masters  and  illustrations  of  a  copy  of  Gasparo  da 
Salo.    Crown  8vo,  cloth,  10s.  net. 

THE    VIOLIN,    ITS    HISTORY    AND    CONSTRUCTION.     Il- 
lustrated and  Described  from  many  Sources.     Together 
with  a  List  of  Italian  and  Tyrolese  Makers.     With  28 
Illustrations  and  folding  Examples  of  the   First  Music 
issued  for  the  Lute,  Fiddle  and  Voice.     From  the  Ger- 
man of    Abele  and   Niederheitmann.      By  J.    Broad- 
house.    Fresh  issue  printed  in  larger  size.     Crown  8vo, 
cloth,  10s.  net. 
"  The  learned   and   instructive  treatise  of   Abele,    skilfully    rendered   by 
J.  Broadhouse  and  supplemented  by  a  version  of  Niederheitmann's  list  of 
Italian  and  Tyrolese  violin  makers,  a  compilation  invaluable  to  collectors 
and  connoisseurs  of  rare  fiddles  ....  a  work  which  forms  a  noteworthy 
addition  to  the  small  number  of  English  books  upon  this  interesting1  sub- 
jeot." — Scotsman. 

HOW  TO  MAKE  A  VIOLIN,  Practically  Treated.  By  J. 
Broadhouse.  New  and  Revised  Edition.  With  47  Il- 
lustrations and  Folding  Plates  and  many  Diagrams, 
Figures,  etc.     Crown  8vo,  cloth,  10s.  6d.  net. 

Contents  :  Introduction— The  Parts  of  the  Violin— On  the  Selection  of 
Wood— The  Tools  required— The  Models— The  Mould— The  Side-pieces  and 
Side  Linings— The  Back— Of  the  Belly— The  Thickness  of  the  Back  and 
Belly— The  Bass  Bar— The  Purfling— The  Neck— The  Finger-board— The 
Nut  and  String  Guard — Varnishing  and  Polishing — Varnishes  and  Colour- 
ing Matter— The  Varnish— A  Mathematical  Method  of  Constructing  the 
Outline — The  Remaining  Accessories  of  the  Violin. 

This  new  edition  had  the  advantage  of  being  revised  throughout  by  a 
celebrated  violin  maker. 

A  MUSICAL  ZOO.  Twenty-four  Illustrations  displaying  the 
Ornamental  Application  of  Animal  Forms  to  Musical 
Instruments  (Violins,  Viol  da  Gambas,  Guitars, 
Pochette,  Serpent,  etc.).  Drawn  from  the  Carved  Ex- 
amples by  Henry  Saint-George.  Cloth,  6s.  net  (paper, 
3s.  6d.  net). 

THE  HISTORY  OF  THE  VIOLIN  and  other  Instruments 
Played  on  with  the  Bow  from  the  Remotest  Times  to  the 
Present.  Also  an  Account  of  the  Principal  Makers. 
Coloured  Frontispiece  and  numerous  Illustrations  and 
Cuts.  By  W.  Sandys,  F.S.A.,  and  S.  A.  Forster. 
Thick  8vo,  cloth  27s.  6d.  net. 

THE  VIOLIN  AND  BOW.  A  Treatise  (in  Three  Languages, 
English,  French  and  German),  with  numerous  Copies 
of  Photographs  taken  from  Life,  supplemented  by 
various  Examples  and  Original  Studies  by  I.  B.  Poz- 
nanski.    5s.  net. 
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AN  IMPORTANT  LESSON  TO  PERFORMERS  ON  THE 
VIOLIN.  By  the  Celebrated  TARTINI.  Portrait. 
Being  the  Translation  by  Dr.  Burney.  issued  origin- 
ally in  1779,  together  with  the  original  Italian.  8vo, 
cloth,  6s.  net  (paper,  3s.  net). 

VIOLONCELLO    EXERCISES,    SCALES    AND    ARPEGGIOS. 

By  E.  Gillet.  Complete  in  one  vol.,  4s.  net;  or  Part 
I,  Exercises,  Is.  6d.  net,  Part  II,  Scales,  Is.  6d.  net, 
and  Part  III,  Arpeggios,  Is.  6d.  net. 

ART  OF  VIOLONCELLO  PLAYING.  Tutor  in  Three 
Books.  By  E.  van  der  Straeten.  Text  in  English 
and  French.     4to.     Book  I,  3s.  6d.  net ;  Book  II,  4s.  net. 

WELL-KNOWN     VIOLONCELLO     SOLOS.      How     to     Play 

Them.  Three  Series.  By  E.  van  der  Straeten.  2s.  6d. 
net,  each  series.  Also  complete  in  cloth,  with  Portraits, 
10s.  net. 

HOW  TO  REPAIR  VIOLINS  and  other  Musical  Instruments. 
By  Alfred  F.  Common.  With  Diagrams.  Crown  8vo, 
cloth,  7s.  6d.  net. 

ROYSTON'S  PROGRESSIVE  VIOLIN  TUTOR  (with  Illustra- 
tions giving  Correct  Position  for  Hand,  Wrist  and 
Fingers).     Folio,  3s.  net. 
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SUCCESS  IN  AMATEUR  OPERA.  Instructions  on 
Auditions,  Equipment  of  the  Society  and  the  Conduc- 
tor, Allocation  of  Roles,  Rehearsals,  Training  of 
Soloists,  Diction,  Conducting,  etc.  By  Hubert  Brown. 
Including  a  Section  on  Stage  Management,  by  H.  G. 
Toy.  Preface  by  Derek  Oldham.  Crown  8vo,  cloth, 
7s.  6d.  net; 

SPEECH  DISTINCT  AND  PLEASING,  or  Why  not  Learn 
to  Speak  Correctly?  A  clear  description  of  the  mental 
and  physical  qualities  on  which  the  art  of  good  speak- 
ing is  founded  and  grounded.  By  Frank  Philip.  162 
pages,  Crown  8vo,  cloth,  7s.  net;  paper  covers,  4s.  net. 

VOICE   PRODUCTION   FOR   ELOCUTION   AND   SINGING. 

By  Rev.  E.  H.  Melling.     Music  Examples.     31  pages, 
f'cap  8vo,  cloth,  4s.  6d.  net;  paper  covers,  2s.  6d.  net. 

THE  VOCAL  WORKS  OF  JOHANNES  BRAHMS.  Histori- 
cal, Descriptive  and  Analytical  Account  of  each  Work. 
Original  English  Translations  supplied  to  many  num- 
bers.     By    Edwin    Evans,    Senior.      Thick    8vo,    cloth, 

30s.  net. 
The  above  volume  is  a  complete  technical  account  of  the  vocal  work«. 
It  forms  a  part  of  the  Historical,  Descriptive  and  Analytical  Account  of 
the  Entire  Works  of  Brahms  advertised  on  page  2. 

VOCAL  TRAINING  AND  PREPARATION  FOR  SONG  IN- 
TERPRETATION. With  a  Section  showing  how  to 
Determine  Accurately  by  Pitch  and  Curve  Graphs  the 
special  Suitability  of  Songs  selected  for  particular 
vocal  Requirements.  Music  Illustrations  and  Descrip- 
tive Diagrams.     By  Frank  Philip.     8vo,  cloth,   15s.  net. 

THE  AMATEUR  VOCALIST.  A  Guide  to  Singing.  With 
Useful  Hints  on  Voice  Production,  Song  Preparation, 
etc.  By  Walter  L.  Twinning,  F.R.C.O.  Post  8vo, 
limp  cloth,  2s.  6d.  net. 

HOW  TO  TEACH  CLASS  SINGING,  and  a  Course  of  Outline 
Lessons  which  illustrate  the  psychological  principles 
upon  which  successful  tuition  is  based.  By  Granville 
Humphreys,  Professor  of  the  Art  of  Teaching,  Voice 
Production,  etc.,  at  theT.S.-F.C. ;  late  Lecturer  in  Class 
Singing  at  the  Training  School  for  Music  Teachers. 
Numerous  Music  Illustrations.    Cloth,  10s.  net. 

Teaohers  will  find  this  verv  striking-  book  of  great  value.  The  pub- 
lishers have  no  hesitation   in   strongly    recommending   it. 

THE  VOICE  AND  SINGING.  Practically  Explained,  Con- 
densed but  Comprehensive  Treatise,  designed  princi- 
pally for  Students  and  Amateurs,  by  an  Experienced 
Singer  and  Teacher  (C.  W.  Palmer).  Cloth,  5s.  net; 
paper,   2s.  6d.  net. 

"  I  have  studied  the  subject  as  an  enthusiast  both  theoretically  and 
praotically,  both  as  student  and  teacher,  for  over  thirty  years."— Extract 
from  the  Preface. 
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VOCAL  SUCCESS,  or  Thinking  and  Feeling  in  Speech  and 

Song,    including    a    Chapter    on    Ideal    Breathing    for 

Health.     By   the   Rev.    Chas.    Gib.     Crown   8vo,   cloth, 

7s.  6d.  net;  or  paper  covers,  4s.  6d.  net. 

The  known   facts  of  soience  in  connection  with  both  the  structure  and 

functions  of  the  vocal  organs  are  stated ;  and  have  been  supplemented  by 

impressions   formed   in  the  course   of   long  experience   and  experiment  in 

the  training  of  voices. 

VOCAL  SCIENCE  AND  ART.  Hints  on  Production  of 
Musical  Tone.  By  Rev.  Chas.  Gib.  The  Boy's  Voice, 
Muscular  Relaxation,  Art  of  Deep  Breathing,  Elocution 
for  Ordination  Candidates.  With  Numerous  Illus- 
trations, and  Introduction,  Notes  and  Diagrams,  by 
J.  F.  Halls  Dally,  M.A.,  M.D.,  etc.  Dedicated  to  the 
Bishop  of  London.     Crown  8vo,  cloth,  7s.  6d.  net. 

RUDIMENTS  OF  VOCAL  MUSIC.  With  42  Preparatory 
Exercises,  Rounds  and  Songs  in  the  Treble  Clef.  By 
T.   Mee  Pattison.     Second  Edition.     Crown  8vo,  paper, 

4d.  net. 

PHYSICAL  DEVELOPMENT  IN  RELATION  TO  PERFECT 
VOICE  PRODUCTION.  By  H.  Travers  Adams,  B.A. 
8vo,  paper,  3s.  net. 

Intended  for  students.  Treats  of  Vibration,  Breaks  and  Registers,  The 
Speaking  Voice,  Attack,  Practical  Application,  Breathing,  Exercise  in 
Inspiration,  Expiration,  and  so  on. 

SIMPLICITY  AND  NATURALNESS  IN  VOICE  PRODUC- 
TION. A  Plea  and  an  Argument.  By  Edwin  Ware- 
ham.     Crown  8vo,  cloth,  3s.  6d.  net. 

OBSERVATIONS  ON  THE  FLORID  SONG.  Or  Sentiments 
on  the  Ancient  and  Modern  Singers.  By  P.  F.  Tosi. 
Translated  by  Mr.  Galliard.  With  folding  Musical  Ex- 
amples. 184  pages.  A  Reprint  of  this  Celebrated  Book, 
first  published  in  1743.  Crown  8vo,  boards,  with  vel- 
lum-like back.    21s.  net. 

Recommended  to  all  students  of  the  Italian  method  of  singing  by  the 
late  Charles  Lunn. 

"  The  aged  teacher  embodies  his  own  experience  and  that  of  his  con- 
temporaries at  a  time  when  the  art  was  probably  more  thoroughly 
taught  than    it   has  ever   been   since." — Grove's   Dictionary. 

ELEMENTARY  LESSONS  ON  SIGHT  SINGING.  Combining 
the  Staff  arid  Tonic  Sol-fa  Notations.  With  Music  Ex- 
amples throughout.      By  J.   W.    Rossington,   L.R.A.M. 

Cloth,  3s.  6d.  net  (paper,  2s.  net). 
For  many    singers   there    is   only  one   method   of   becoming    good   sight- 
readers,    viz.,    combining   the   tonio   sol-fa    with   the    staff    notation. 

THE  ART  OF  VOCAL  EXPRESSION.  A  Popular  Handbook 
for  Speakers,  Singers,  Teachers  and  Elocutionists.  By 
the  Rev.  Chas.  Gib.  Crown  8vo,  cloth,  5s.  net;  paper, 
2s.  6d.  net. 
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THE  THROAT  IN  ITS  RELATION  TO  SINGING.  A  Series 
of  Popular  Papers.  By  Whitfield  Ward,  A.M.,  M.D. 
Illustrations.  Second  Edition.  Crown  8vo,  cloth, 
5s.  net; 

Contents  :  Anatomical  Structure  of  the  Throat ;  What  we  See  with  the 
Laryngoscope  ;  How  we  Sing- ;  How  we  Breathe  ;  How  to  take  Care  of  the 
Voice ;  Hints  to  Voice  Builders ;  How  the  Voice  is  Destroyed ;  Common 
Throat  Affections  of  Singers,   togeher  with  their  Treatment,  etc. 

HOW  TO  ATTAIN  THE  SINGING  VOICE,  or  Singing  Shorn 
of  its  Mysteries.     A  Popular  Handbook  for  those  desir- 
ous  of   winning   Success   as   Singers.     By   A.    Richards 
Broad.     Crown  8vo,  cloth,  7s.  6d.  net. 

This  is  the  book  which  fitted  Eva  Turner  to  achieve  for  her  wonderful 
successes  in  the  operatic  world  (in  Italy,  Germany,  Portugal,  etc.,  as  well 
as  in   her  own  country.     It  should   help  you  to  achieve   great  things  too. 

"  An  immensely  interesting  book  that  has  every  right  to  be  classed 
among  those  that  are  genuinely  useful,  and  it  should  be  prised  by  all 
vocalists  from  the  highest  to  the  lowest." — The  Musical   Observer. 

TWENTY  LESSONS  ON  THE  DEVELOPMENT  OF  THE 
VOICE.  For  Singers,  Speakers  and  Teachers.  By  G.  E. 
Thorp.  Fourth  Edition.  Crown  8vo,  limp  cloth, 
2s.  6d.  net. 

Mr.  Thorp's  two  books  have  from  time  to  time  been  recommended  by 
various  eminent  vocal  specialists  as  giving  practical  aid  and  advice  for 
the  training,  care  and  development  of  the  voice.  They  are  free  from  any 
biased  "  system  "   or  "  discovery." 

TREATISE  ON  THE  TRAINING  OF  BOYS'  VOICES.  With 
Examples  and  Exercises  and  Chapters  on  Choir-Organ- 
ization. Compiled  for  the  Use  of  Choirmasters.  By 
George  T.  Fleming.  Second  Edition.  Crown  8vo, 
cloth,  5s.  net\  paper,  2s.  6d.  net. 

GRADUATED  COURSE  OF  EXERCISES  FOR  BOY  CHOR- 
ISTERS. With  Piano  Accompaniment.  For  Use  in 
Conjunction     with    Above.     By    G.     T.     Fleming.     4to 

album,  paper,  2s.  net. 

Ditto,  Boy's  Voice  Part  only,   Is.  net. 


SIX  SPIRITUAL  SONGS  FOR  UNACCOMPANIED  CHORUS, 

with     Piano     Accomp.     (for     Practice).      By     Rutland 
Boughton.     In  one  vol.     Roy.  8vo,  2s.  6d.  net. 
The    songs   are   also  issued   separately. 

VOCAL    EXERCISES    FOR    CHOIRS    AND    SCHOOLS.      By 

Dr.  Westbrook.     Post  8vo,  paper,  2d.  net. 

THE   CENTRAL  POINT  IN   BEAUTIFUL   VOICE    PRODUC- 
TION.    By  H.  Travers  Adams,  M.A.     Cloth,  2s.  6d.  net 


THE  MUSIC  STORY  SERIES. 

"The  Music  Story  "  Series  books  are  indispensable,  authori- 
tative, interesting  and  educational.  Specially  designed 
cloth,  crown  8vo,  well  got  up,  at  prices  named  below. 

CHAMBER  MUSIC  AND  ITS  MASTERS  IN  THE  PAST  AND 
IN  THE  PRESENT.  By  Dr.  N.  Kilburn.  New  Edi- 
tion, revised,  and  with  additional  chapters  by  G.  E.  H. 
Abraham.  With  Plates  and  Music  Illustrations.  Crown 
8vo,  cloth,  15s.  net. 

"  Mr.  Abraham  has  brought  the  work  up  to  date  and  written  several 
<new  ohapters  and  the  book  now  gives  us  a  diaoussion  on  the  most  im- 
portant   writers   and   projectors    of    chamber    music." — Musical    Opinion. 

ORGAN.  By  O.  F.  Abdy-Williams,  M.A.,  Mus.Bac.  Told 
in  Nine  Chapters.  Thirty-eight  Illustrations  and  Front- 
ispiece. Illustrations  of  two  Instruments  found  at 
Pompeii;  F.  W.  Galpin's  Hydraulus ;  Organ  Builders; 
Stops ;  Technical  Terms ;  Bibliography  and  Chronologi- 
cal List  of  Organ  Specifications,    21s.  net. 

ENGLISH  MUSIC  (1604-1904).  Seventeen  Lectures  deliv- 
ered at  the  Music  Loan  Exhibition  of  the  Worshipful 
Company  of  Musicians.  By  T.  L.  Southgate,  W.  H. 
Cummings,  H.  Watson,  E.  Markham  Lee,  J.  Finn,  Sir 
F.  Bridge,  A.  S.  Rose,  A.  H.  D.  Prendergast,  F.  J. 
Sawyer,  G.  F.  Huntly,  D.  J.  Blaikley,  Bev.  F.  W.  Gal- 
pin,  W.  W.  Cobbett,  J.  E.  Borland,  A.  H.  Littleton 
and  Sir  E.  Clarke.  Frontispiece  and  115  Illustrations 
(Portraits,  Instruments,  Title  Pages,  etc.).  Musical  Ex- 
amples.    16s.  net. 

MINSTRELSY.  By  Edmondstoune  Duncan.  The  whole 
body  of  Secular  Music  that  has  stood  the  test  of  time 
and  which  can  be  called  national.  Early  Gleemen,  the 
Minstrels  (church  and  social),  Troubadours,  the  Tudor 
period,  the  great  Elizabethanists,  etc.  Pp.  xvi,  337, 
16s.  net. 

MUSICAL  FORM.  By  C.  Lucas.  The  General  Principles 
of  the  Art  of  Composition  and  how  they  have  been  ar- 
rived at;  explaining  the  development  of  the  scale,  of 
tonic  and  dominant,  cadences,  phrases  and  motives, 
counterpoint,  canon  and  fugue,  harmony,  style,  song 
form,  variations,  sonata  form.     Pp.  xvi,  226,  16s.  net. 

BAGPIPE.  By  W.  H.  Grattan  Flood.  Its  History,  Origin 
of  Reed  Pipes,  the  Pipes  of  ancient  Celtic  Ireland  and 
Wales,  the  Scottish  scene  and  Scottish  melodies,  changes 
from  16th  to  19th  centuries.  26  illustrations,  glossary, 
bibliography,  list  of  players,  index.    Pp.  xx,  237,  21s.  net. 
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Bookseller   Ltd. 

SPECIALISTS  IN  MUSIC 
AND  BOOKS  ON  MUSIC 


In  addition  to  our  valuable  series  of  publications  listed  in  this 
Catalogue,  we  hold  an  extensive  stock  of  secondhand  and  out- 
of-print  books  on  music,  especially  on  the  Violin,  Organ,  and 
other  Musical  Instruments,  Lives  of  Composers  and  Criticisms 
of  their  Works,  National,  Oriental  and  Primitive  Music, 
Orchestration,  Composition,  and  Technique,  etc.,  Orchestral 
Scores,  Operas,  Chamber  Music,  Miniature  Scores,  Librettos, 
Facsimiles  of  Composers'  MSS,  Orchestral  Material,  Musical 
Comedies,  etc. 

Librarians  and  Amateurs  are  invited  to  send  us  their  lists 
of  wants,  as  we  may  have  in  stock  just  the  items  required. 
Catalogues  regularly  issued,  and  sent  on  request,  post  free. 


WILLIAM  REEVES  BOOKSELLER  LTD., 
la  Norbury  Crescent,  London,  S.W.  16. 


MISCELLANEOUS. 

JOHN  GAY'S  "  BEGGAR'S  OPERA. "  Piano  Selection  ar- 
ranged by  H.  R.  Hood  from  the  original  Music  by  Dr. 
Pepusch.  Performed  at  Drury  Lane  and  Covent  Gar- 
den.    Folio,   Is.  net. 

Ditto,  arranged  for  Violin  and  Piano.  By  H.  R.  Hood. 
2s.  net. 

BLEST  BE  THAT  AGE.  Vocal  Trio  for  Tenor,  Baritone  and 
Bass.  Words  from  Masonic  Ritual.  Music  with  Piano 
Accompaniment.     By  H.   Bond.     Folio,  2s.  net. 

MASONIC  MUSICAL  SERVICE  BOOK  FOR  THE  THREE 
DEGREES  OF  CRAFT  MASONRY.  The  Whole 
Compiled  and  Edited  by  T.  J.  Linekar  (of  St.  Trillo, 
2569).  Royal  8vo,  blue  cloth,  7s.  6d.  net  (or  paper  covers, 
5s.  net). 

The  Freemason  says  :  "  It  contains  all  that  is  necessary  for  the  degrees 
in  the  way  of  Psalms,  Hymns,  Kyries,  etc." 


TRIO  FOR  PF.,  VN.  AND  ' CELLO.— Beethoven's  Celebrated 
Minuet  in  G,  No.  2,  Score  and  Parts.  Folio,  2s.  net. 
Also  arranged  for  Vn.  and  Pf.,  2s.  net,  and  Pf.  Solo, 
Is.  6d.  net. 


EASY  TRIOS.  Arranged  from  Classical  Composers.  By  S.  0. 
Goldsmith,  for  Piano,  Violin  and  Violoncello.  Score 
and  Parts.     Two  books,  each  3s.  net. 

Book  1  :  1.  Minuet  (Beethoven)  ;  2.  Moment  Musical  (Schubert) ;  3. 
Largo  (Tartini)  ;  4.  Chiarina  (Schamann)  ;  5.  Minuet  (Pugnani).  Book  II: 
6.  Bourree  (Martini)  ;  7.  Chanson  Triste  (Tchaikovsky)  ;  8.  Scheraino 
(Schumann)  ;  9.  Song  without  Words,   No.  3  (Mendelssohn). 


THE  CREATION.     By  Haydn.    Performing  Edition.    Edited 
by  G.  A.  Macfarren.     Paper,  3s.  net,  boards,  4s.  net. 
The  edition  as  conducted  by  Sir  Henry  Wood  in  1926,  etc. 


TWO  SETS  OF  UNACCOMPANIED  CHORAL  VARIATIONS 
UPON  ENGLISH  FOLK  SONGS,  by  Rutland  Boughton 
(with  Piano  Acomp.  for  practice  only).     Is.  8d. 

(a)  The  Barkshire  Tragedy. 

(b)  King  Arthur  had  Three  Sons. 

A  Second  Series  by  Rutland  Boughton.     Is.  8d. 

(a)  William  and  Margaret. 

(b)  Widdecombe  Fair. 

King  Arthur,  separately  from  the  First  Set,  9d. 
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MODEST   IDYLLS    FOR   MUSICAL    SETTING.     By    Ernest 

Alfieri.     Crown  8vo,  sewed,  2s.  6d.  net. 

SONGS  FROM  THE  RAVEL.  (Words  for  Musical  Setting.) 
A  Book  of  Prose-Lyrics  from  Life  and  Nature.  By 
Ernest  Austin.  Op.  30.  Crown  8vo,  sewed,  2s.  6d. 
net. 

PARTHENIA.  21  Compositions  by  Three  Famous  Sixteenth 
and  Seventeenth  Century  Masters,  William  Byrd,  Dr. 
John  Bull  and  Orlando  Gibbons,  being  Parthenia,  or 
the  First  Musick  ever  printed  for  the  Virginals.  Ar- 
ranged for  the  Piano  and  freed  from  the  errors  of  Dr. 
Rimbault's  edition  by  accurate  comparison  with  the 
original  text  by  Margaret  H.  Glyn  (author  of  "Eliza- 
bethan Virginal  Music»  and  Composers ").  Folio, 
12s.  6d.  net. 

This  edition  has  been  entirely  re-engraved.  The  work  contains  eight 
compositions  by  Byrd,  seven  by  Bull,  and  six  by  Gibbons. 

50  MUSICAL  HINTS  TO  CLERGYMEN.  Management  of 
Breath,  Classification  of  Male  Voices,  Management  of 
the  Voice,  The  Service.  With  Twenty  specially  written 
Exercises.    By  Geo.  F.  Grover.    Cr.  8vo,  paper,  Is.  net. 

HOW  TO  MANAGE  A  CHORAL  SOCIETY.  By  N.  Kilbtjrn, 
Mus.Bac.     Third  Edition  Revised.     Crown  8vo,  paper,  Is. 

A  CHAT  WITH  CHORAL  SINGERS.  By  H.  W.  Sparrow, 
A.R.C.O.     8vo,  paper  cover,  Is.  net. 

Contents  :  Reading  Music — Tone  Production — Breathing — Phrasing— Ex- 
pression— Enunciation — Blend  of  Voices — Tone,  Attack,  Release — Care  of 
the  Voice— Suggestions. 

HOW   TO    SING    AN    ENGLISH    BALLAD.      By    E.    Philp. 

Seventh  Edition.     Crown  8vo,  paper,  Is.  net. 

"  It  would  bo  difficult  to  find  a  casket  of  brighter  gems  than  those 
which  lie  within  the  cover  of  this  little  work." — Illustrated  London  News. 

NATIONAL  NURSERY  RHYMES.  Arranged  as  a  School 
Chorus  for  Boys  and  Girls.  By  N.  B.  Woodd  Smith. 
With  Pianoforte  Accompaniment.     8vo,   Is.  6d.  net. 


TUTORS  AND  EXERCISE  BOOKS. 

PIANO,   ORGAN,  HARMONIUM,   VIOLIN, 
VIOLONCELLO,    MANDOLINE   AND   GUITAR. 

THE  POPULAR  PIANO  TUTOR,  folio,  2s.  6d.  net.  (For  de- 
scription see  Pianoforte  Section  of  Catalogue.) 

DEPPE  FINGER  EXERCISES.  By  Amy  Fay.  (See  Piano- 
forte Section  of  this  Catalogue.) 

REEVES'  VAMPING  TUTOR.  By  Francis  Taylor.  (See 
Pianoforte  Section  qf  this  Catalogue.) 

CZERNY'S  101  EXERCISES  for  the  Pianoforte.  Complete, 
4s.  net ;  or  in  2  books,  2s.  net  each. 

GRADUATED    SCALE     AND    ARPEGGIO     MANUAL.      By 

Henry  Saint-George.  (See  Pianoforte  Section  of  this 
Catalogue.) 

ROYSTON'S  PROGRESSIVE  VIOLIN  TUTOR  (with  Illus- 
trations giving  Correct  Position  for  Hand,  Wrist  and 
Fingers.)     Folio,  3s.  net. 

VIOLONCELLO    EXERCISES,    SCALES    AND    ARPEGGIOS. 

By  E.  Gillet.  Complete  in  one  vol.,  4s.  net;  or  Part 
I,  Exercises,  Is.  6d.  net,  Part  II,  Scales,  Is.  6d.  net, 
and  Part  III,  Arpeggios,  Is.  6d.  net. 

ART   OF    VIOLONCELLO    PLAYING,    TUTOR.     By   E.    van 

der  Straeten.  Text  in  French  and  English.  Part  I, 
3s.  6d.  net.     Part  II,  4s.  net. 

YOUNG    VIOLINISTS  SCALE  AND  ARPEGGIO   MANUAL, 

with  Directions.  By  Wilson  Manhire.  Text  and 
Music      Folio,  2s.  net. 

70  PREPARATORY  VIOLIN  EXERCISES  for  Beginners  in 
the  First  Position.  Carefully  Graduated.  Supplemen- 
tary to  the  First  Instruction  Book.  By  Wilson  Man- 
hire.     2s.  6d.  net. 

SCALES  AND  ARPEGGIOS.  Indispensable  Studies  for  the 
Violin.     Edited  by  Albert  Graff.     Is.  6d.  net. 

ARPEGGIOS  FOR  THE  VIOLIN.  By  Basil  Althaus.  Folio, 
3s.  net. 
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Advanced  Modern  Violin  Technics. 

TONAL  SCALES  AND  ARPEGGIOS  FOR  VIOLIN.  Intro- 
ductory to  the  Unusual  Intonation  and  Finger-group- 
ing of  Advanced  Modern  Music.  By  Sydney  Twinn. 
4to,  3s.  net. 

GUITAR  TUTOR.  By  H.  Journet.  A  Simple  and  Easy 
Method  to  Attain  Proficiency  Rapidly  without  a  Master. 
Folio,  3s.  net. 

Also  GUITAR  SCALE.  By  H.  Journet.  Two-page  music 
size,  Is.  net. 

THE  VIOLIN  AND  BOW.  A  Treatise  (in  English,  French 
and  German),  with  numerous  Photographic  Illustra- 
tions, supplemented  by  various  Examples  and  Original 
Studies,  by  I.  B.  Poznanski.     5s.  net. 


REEVES»  CATALOGUE  OF  MUSIC  AND  MUSICAL  LITER- 
ATURE. Ancient  and  Modern,  Second-hand  and  New ; 
containing  the  Contents  of  Libraries  recently  pur- 
chased, often  with  a  large  quantity  of  Curious,  Scarce 
and  Useful  Music,  such  as  Full  Scores,  Organ  Music, 
Duets,  Trios,  Quartets,  Quintets,  etc. ;  Tutors,  Histori- 
cal, Theoretical  and  Biographical  Works  in  various 
languages ;  including  rare  and  out-of-print  works.  This 
Catalogue  sent  post  free  on  request. 


Printed  in  Great  Britain  by  Lowe  &  Brydone  (Printers)  Ltd.,  London,  N.W.10 
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